
SANSKRIT 

Drama & Dramatists ; 

( Their CnROKOLOGy, Mind and Art ) 

( Witli the text of Dasharupakaui Pr. I and III ) 

By 

K. P Ktilkarni, m. A , B t 

Sometime Lecturer tn Sanslait 
Chij} afh and JUlpInntone Colleges 
author of 

‘‘ Philology and Marathi ” 


1927r, 


Price Ks. 



IM"1) — V V ATITKAU B 

. ".Ti-a*’ pro--., 325 Poonn city 

nnd 

. ! ,> K P KLBKAUVI M.A , B T 

'i > ton'll Ppth, Satfir^ City 



PREFACE 


Tho nocossity of such a book ns the present one Riving 
an ccsthctic apprecintion of the Sanskrit poets was first felt 
by me while lecturing (n iny students nt the Gu 3 Tnth 
College. A greater portion of the present book is the out- 
come of a course of lectures that I had to deliver to them. 
I hnd to ro\ ISO the Vihole in the light of the latest re- 
searches in chronology and to ^c\^ ntc it in order to suit 
the book form 

1 do not think it necessary to offer any apology for 
writing thic ho:h The university has introduced the 
study of Sanskrit dramatics amongst the subjects to bo 
studied for the B A ( Languages ) There arc some excel- 
lent books but os they are cither in French or German, 
they are not available to 'our studentst Keith’s book, 
though scholarly and mnsterlv, leaves room fora detailed 
study of every play, for the right interpretation of tradi- 
tiomj, for the application of canons of criticism not only 
of the West but also of the East and for a dispassionate 
consideration of the researches announced by scholars on 
this Bide of ours in vernacular magazines It is these 
features that distinguish this book 

I have divided the book into eight chapters. The 
first gives all the theories propounded by various oriental 
scholars regarding the origin of the Sanskrit Drama A 
rational interpretation of the tradition given m tlie 
Katynshastra is attempted towards the end of it The 
second chapter gives the build and the principles of the 
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structure of tb.e drama. It includes a discussion of tlie 
formative, imaginative histoii'’3l and spiritual aspects 
of Sankrit Drama. The principles stated in tins are induc- 
tively applied to the several dramas in subsequent 
chapters The plan of discussion that has been adopted is 
established on the basis of practical experience in the 
college classes — first the chronological data — then the plot 
construction — ^then the characterization, and lastly the 
stvle 

It was my ardent desire to include in the book the 
philological data offered by the Prakrits of the plays and 
to see hou far they enable us to arrive at the approximate 
chronology of the poets But for better reasons I reserve 
it for another treatise which I intend to issue very shortly 
first for private circulation amongst the scholars and 
professor-friends of mine 

I shall feel my labours amply rewarded if this present 
af-empt of mine succeeds in meeting the demands of the 
students for whom it is intended I leave it to the readers 
to judge hol^ far it has fulfilled the original aim and how 
far it has come up to the level of scholarly and scientific 
researcL I cannot help feeling that there is room for 
difference of opinion on questions of chronology and appre" 
ciation, proportion and emphasis It has been my"' effort 
to settle the questions on the basis of all available evi- 
dence 

I tender my sincere thanks to all my professor-friends 
who very kindly went through the pages of the manuscript 
nnd made some valuably suggestions 



I om par kcularly thankful to Mr. S R Sardesai, B A 
L L B for going over the proofs with a very vigilant eye 
and Mr V. V, Atitkar,B.A for taking out the book through 
the press v ith untiring and speedy efforts I tender an apo- 
logy for some mistakes that have crept in with regard to 
the diacritical marks 

Various books have been of service in the preparation 
of this book and those specifically drawn upon are duly 
acknowledged in the proper places But I mention two 
as the cause of special obligation, ‘ Sanskrit Drama ’ by 
Keith and ‘ Hindu Theatre ’ by Wilsont 

I cannot let go unraentioned the efforts of my young 
children — Dada and Bachu for arranging and Lakha and 
Indu for disarranging the slips of the index 

SATARA 

Ganosh Chaturthi ?- K P Kulkami. 

18 — 6^1927 J 
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Sanskrit Drama & Dramatists 

(Their Chronology, Mind and Art) 

CHAPTER 1. 

The Origin of Sanskrit Drama 

Drama is essentially a social form of art, having a 
two-fold function to discharge Though to educate in- 
tellectually, morally, socially and spiritually la its 
premier function or aim, it cannot be considered as of 
greater human importance than its other function which 
is tbe delight and joy consequent upon the enjoyment of 
any art Drama presents a composite or cumulative 

r 

organization of all fine arts that rouse and raise tbe man 
above the rest of creation, forcing him to detach himself 
from the trivial things of daily existence and to concen- 
trate his mind and senses on the themes and characters 
presented in it The principal arts that combine to make 
the drama effective and impressive are poetry, music and 
dance by means of which even the primitive man sought 
amusement. The primitive man had a drama-like pastime 
of his own, though crude and unpolished, and though it 
did not possess any of the contrivances producing the 
most histrionic effects as in the ^case of the full-fledged 
drama of the present times. , 
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The classical sanskrit drama is not an upshot of a 
moment It has attained to its present form by a process 
of gradual growth starting from the crude pastime of the 
primitive Aryans, and traversing a long range of time 
from the hoary antiquities of the Arctic region It is, 
taerefore, no vonder that the origin of Sanskrit Drama 
o’ving to its p'>ssage from snea a staggering antiquity 
siould be shrooded in mystery of time and should conse- 
quently have given rise to diverse attempts on the part of 
scholars Tne primitive Aryans though savage and bar- 
baro 'S had their veaTs of amusameut, suchtor instance as 
the dance — the motner of all arts, with its lusty and vigor- 
ous movements of the body, accompanied by the ballads 
or bardic songs sung with keeping time and in concert 
Tne way in which they were sung, gave them a force of 
dialogue and a consequent dramatic touch. The most 
ancient record of the Aryans — ^historical and poetic — the 
Rieveda contains fifteen of such songs in one mandal or 
other giving either lively disputes or debates between 
riva’ deities regarding their power It is m these dialo- 
gue h 3 rmns of the Rigveda, Samvadsuktas as they are 
called, thtt the origin of the sanskrit classical drama is 
traced There is conversation in them but underneath it, 
tne action moves by exhibiting passions, motives and 
feelings of the speakers in a natural, easy, vivid, interest- 
ing and therefore dramatic way. In a certain hymn 
( 1, 165 ) there is a dispute between India and Maruts — a 
group of deities. ‘ This dialogue was repeated at sacrifices 
in honour of the Marnts or that possibly it was acted by 
two parties, one representing Indra the other the Maruts 
and their followers ’ The same mandala contains refer* 
cnce to maidens who deck in splended raiment, dance 

1 ^aillullerS B E HAAiU P 1S2 
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and attract lovers ” The famouB historical dialogue 
between VislWamitra and the rivers is found in the third 
book The fourth book, besides giving a dialogue between 
Indra and Varuna gives an instpnce of confused dialogue 
in which three parties Indra, A.diti and Varadeo take part. 
Vasishtha is talking with his sons in a certain hymn in 
the seventh book. The tenth and the last book contains 
some of the note-worthy dialogues. The lively debate 
between Sarma and the Panis, the ooniugal coaxing that 
Yami practises with her brother 'Yama, and the more 
known anecdote of Pururavas and Urvashi point out un- 
mistakable germs of dramatic element in them ’ Regard- 
ing these hymns, be it remembered, tnat though they per- 
tain to deities of the Vedic pantheon still, they are moro 
of secular charactar than of religions one and this 
accounts for their disappearance in the younger Yeda- 
that IS not throughly ritualistic in contents and applica- 
tion Their absence does not therefore indicate the total 
discontinuance of the efforts at dramatics on the part of 
those people 

These hymns, according to Maxrauller, were recited 
and represented after the completion of a ritual Windisch 
detected similaiities in them with old Irish songs and 
maintained that the nks must have been alternated with 
prose passages thrust in for the sake of exegencies and 
therefore impermanent. The connecting links were suppli- 
ed by a class of rhapsodists called Granthikas, according 
to Pischel who interpreted the word etymologically. Such 
alternations of verses and the elucidating prose passages 
were noticed in the legend of Shunahshepa given in the 
Aitareya Brahman ( vli 13 ) and in some stones of Bndhi- 
stic Jatakas by Oldenberg who put forth a novel theory of 


1 I99RY I 92’165,in33, lY 13,42, Yn33, Xl0,95ic. 
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Akhyan type of literature from ^^hicb he himself had to 
retrace owing to defective reasoning iu parallelism with 
Pall Jatakas which is only acoidental and in the loss of 
prose passages which is incomprehensible when not a 
syllable of the sacred literature was allowed to be either 
blurred or slurred over Besides the rise of Granthikas or 
pathnkas is quite of a late date — perhaps post-Brah manic 
or post-epic, when legendary or folk-lore type of literature 
came into being. There are other scholars like Shroeder’ 
Y^hnternitz Hertel who being either weighed under 
some etnnological considerations or those of Christian 
mystery plays, saw cult-dramas in the dialogue hymns 
and set them dow n as tne antecedents of the present yatras 
and lilas of the Krishna-Yishnu or Rudra-Shiva cults 
The Suparnadhyaya, a hymn both curious and late is a 
full fledged mystery according to Hertel 

The simplicity of the devotion of the Rigveda gave 
place to the complexity of the sacerdotalism of the younger 
Vedas and along with that the dramatics of the time 
assumed an aspect ritual in the sense that the worship and 
the purchase of the sima were involved in it to some ex- 
tent The peroration of a sacrifice w as celebrated by a 
representation in which the priests of the sacrifice played 
the roles of different deities The Vajasneyi Samhita 
of the White Yajurveda makes mention of Sailusa — an 
actor The Satnveda i'^ another redaction of the Rigveda 
made expressly for putting the riks to tune and therefore 
shows that the art of music had been fully developed by 
the Vedic age^" Along with songs the Samveda refers to 
ceremonial dances in which respect it is corroborated by 
the Atharvved a that says “ Men dance and sing to music- 

1 -Jvs^enum aud mimns in Rigxeda 

2 Sylvan Lovi Thcatfa 307 
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to the sound drum”’ Musio, song and dance — the three 
main constituents of drama and closely related to one 
another from ethnological point of view seem to be very 
much developed in the Vedic period. 

The amusements of the Brahman period are chara- 
cteristically ntiinl. The same abusive talk of Yaraa and 
Yarai or Sarma and Fanis gets reflected though tinged 
Avitb ritual aspect, in the Mahavrat^ festival in which a 
Yai&hya of wh'-te colour falls out with a shudra of black 
colour foi a piece of round white skin. It also contains 
information about a quarrel and the consequent abusive 
language indulged m by a Brahmin and a girl of loose 
morals The festival is performed at the winter solstice 
and hence is believed to have a fertility significance®. 
The Kausitaki Brahman recognises the prevalence of 
dance, song and music In the same Maliaviat, maidens 
dance round the fire as a spell to bring down rain — -a 
practice which is continued even to this day The matrons 
dance even now in marriage ceremony. The indulgence 
in dance, song, music, abusive conversation and blows 
even in religious festivals or rituals presuppose their 
free prevalence in popular mimes of the time ^ The rarity 
of references to such vulgarities shows the spaiing use 
made by the austere sages in the puritan atmosphere 
of the utual This naive and vulgar aspect of tl e popu- 
lar festival must have depi eclated its value in the opinion 
of the ancient seers who in later literature of sutias and 
shastras exhort the young sratakas to ward them off from 
the practic of silpa — dance, song and instrumental music 

1 A V XII 141 2 SakhaynnaArauyaka 

3 IbidKieth 

4 Hillebrandt and Konow — Indian Iframa 42 

•5 Gnhyaautra II TSParoakara • 
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The same deprecatory attitude towards drama continues 
up to tiie time of the Epics— Mahabharata in which 
Draupadi is compared with Sailushi’ w^hich signifies 
actress — and Ramayana in which Sita reproaches her 
husbind for having given her over to others as a Sailusha 
gives over 'us wife, anb Sailusha is a ‘‘man v/ho is a 
Jrivajivi — living on the prostitution of his w’lfe,” according 
to the cijiuien'ntor It is this attitude that accounts for 
the httie attention at the hands of Upanishadic, sutra or 
KTiriti w riters who were occupied w'lth themes at once 
metaph: aical and philosophical 

By the time of the sutra period, the literature or the 
practice of dramatics religious or secular, latent or patent 
must have grow n in bulk and must have created the 
iiececsity of canom/ing them. Two of such attempts are 
noticed by Panini' when he refers Shilalin and Knshasva 
in connection with the formation of their names assumed 
by their follow'ers* The passage runs thus* — 

I ii 4-3-110 

1 II 4-3-111 

Le^’y sees in the aphorisms of Krishashwa and Sailali 
first fruits of the labours of ancient Indian dramatic 
theoreticians," but owing to the quaintness of names sees 
in them ironical appelations of Krishashva, the Indo- 
Iranian hero having meagre horses and Shilali having got 
stones tor his bed” 

The scattered shreds of Sansknt drama unite and 
present a full-fledged drama at the time of Patan]ali’ who 
while discussing the use of the imperfect tense of action 

1 1 irat par\ an 17, 43 Ramavana II, 30, 8 

2 Lcvi Thcal-o 500 *■ 

3 Tuodataof Pataujnli(1^0 A D) 
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which a persJ^i has himself witnessed, refers to two events 
VIZ, the slaying of Kamsa and the binding of Bah" 
staged by tv\o parties of professional actors who had dyed 
their faces in some colour. 

37^ arPr f^'7Ti%ci[«i irfRr 

I :Rf4^‘J3 ^ f| aqr 

teng; ^'^Ryioir I 

3TcT^ ^'r 5?irFT<7r i %hic3: 

5 T^r I 3 ^-cr 1 77^1-cT 

I 

The passage is drawn on in extenso on account of its 
importance It mentions three kinds of representations 
that were currant in times of Patanjali, one given by 
human actors who performed the whole scene b? assum- 
ing the roles of characters to make the stoVy more vivid 
and impressive , the other, by means of paintings or 
picture-scrolls and the third by a set of professional re- 
citers — grauthikas or kathaks It also shows that the 
material for representation was taken from the fountain- 
head of the folk-lore or epic-lore which can be traced back 
to the Brahmamc times or even before Genealogical 
ballads and tables of ancient Bharats, Sudasas, Tritsus» 
half historical, half mythical gathds were sung aloud at 
the end of long sacrificial sessions even before the 
Baraayan and the Mahabharat There were rhapsdists 
and rhapsodists before Vyas and Valmiki, before Kusha 
and Lava This gatha literature from Vedic time down- 
wards, of which the two epics from the most important 
connecting links IS a rich mine w^hich is often explored 
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and laid under by all later writers— Sanskrit- or prakrit, 
sacred or profane 

The supposition that the representations referred to in 
the above passSc® not accompanied 

by speech, that they were mere dumb shows’ would defeat 
the very purpose for which they were intended. It is irrpos- 
Rible that such strongly emotional mannual acts would be 
both adequately expressive and impressive without human 
accent On the strength of a reading of a certain manus" 
cript to the effect that the followers of Krishna are said to 
have painted their faces red, while those of Kamsa painted 
black and that the red colour cf Krishna’s followers then 
proclaim him as the genius of summer who overcomes the 
darkness of the winter”, Kieth says “It is difficult not 
to see in the Kamsavadh at the hands of Krishna the re- 
fined rersioa of an older vegetatii n ritual in which the 
representative of the out-v.orn spirit of vegetation is des- 
troyed He traces it back to its primitive form in his 
favourite theme, the Mahavrata ritual and estabbskes the 
fact that tie origin of Sanskrit dr ima has got its ultimate 
source in vegetatioii ritual end thereby religion Every 
ritual is celebrated in strict rehg’ous piety aud comes in 
CDurse of time to be clothed in allegorical significance by 
the simple creduleuce of the la er followers A secular 
fes*^ival even on account of extreme popularity is admit- 
ted into pious lel’gious fold and a similar allegorical 
signific-’nce clusters round it That must have been the 
cace %Mta Kieth’s ilahavrat ceremony as Hillebrandt 
rightly observes on the strength of the indecorum in the 
passage-at-arms betv een the Brabmacharin and the girl 
or batv, pen the Vaishya and the Sudra 

1 Sii sknt Dniina Kieth 

2 Sinslmt Drama Kieth 
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In addition to the evidence adduced above, Patanjali 
:gives Sutras refemug to the proverbial hunger of the 
actors’. 

All the redactions of Mababharat^ were completed bj 
the time of Patan3ali and the evidence that it offers 
corroborates what Patanjali says regarding the full-fiedged 
■drama of the time HaTivamsa, a supplement to the 
Mababharat says that Kamsavadha, Pralambvadha and 
Ohanuramardana were performed by Apsaras as and after 
that Narada amused the audience by presenting mimicry 
by imitating Satyabhama, Krishna, Arjuna and Baldeva. 
The other sister-epic Eamayana mentions Nata Nartak — • 
actors, dancers and the samaj’ the audience or the popu- 
lar fdstivals and controverts tha theory of the dumb'show 
by mentioning Vyamisbraka'* which according to the 
comm mtator, means a play in which boto the Sanskrit 
and Prakrit were employed 

The secular aspect of the Sanskrit drama is mani- 
fest from the great fondness the Budhists had for fine 
arts — painting, sculpture and drama and Budhists were 
no admirers of Hindu religion and ritual Lord Budha 
exhorts one who had taken orders ‘‘ to gaze on the drama 
of the Great Law.” The knowledge of the drama is includ- 
ed among the Budha’s accomplishments mentioned in the 
Lalit Vistar. Dramas were performed on occasions of 
ceremonies according to Mahavamsa An actual per- 
formance of a Budha natak given before the king of 

1 ^rTfr% 1.4, 29, 2, 4, 

77. 53 ^ 11, .S, 67, III 2,127. 

2 Hopkins Epic 400-200 A D and C V Yaidya 

3 n 67, 17 

4 n 1, 23 
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Sohbavati referred to m the Avadanasatak^ translated 
into Cainese in 330 A- D gives a very remote antiquity 
to the drama A Deccanese actor represented the life of 
Budha before the king Binibisara The Sitabenga cave 
on the R imgad hill in Cnhota Nigpiir takes the antiquity 
of the dram 1 still further back to 300 B C by giving the 
signs of grove used as a theatre ‘ where poetry was re* 
cited, love songs V ere sung and theatrical performances 
w ere sho'a n Samajas v ere there at the time of the epics 
and A«hoka \\ ho has condemned them in his edicts on 
acco int of the animal-fights that vera shown m them. 
This geS siioport from the specimens of full-fledged 
dramas of Bhasa published in tne T V senes 

The t\'. 0 independent cmrents of the popular pas- 
times secular and religious githic and hvm.nc, patn" 
ciau and plebian, united aid by the intenotion of the 
niutii il mfliienoe produced the Sansknt Drama The 
occn.ion of p-asentation u is of course the ritual cere- 
monv such a-, the Ashurmedha or the Pitrimedha and the 
material that v. ns availed of, came from the old lore- 
saga epic or gatha— tliat was floating on the lips of 
society in the form of ballacs and songs that became 
drama as soon as tneir recitatio i was accompanied by 
mimic gestures The old gathas-sagas or legends of 
epic nature were loudly recited in public by professional 
raansoJi>ts — katnaks, pathak^ or granthiks associat- 
ing and dividing to the nselves the roles and thus produc- 
ed the drama There w as gatha lore even before the re- 
daction of th“ epic as instanced by the Brabmanic and 
pro-branmnme sagas of Shunasliepa in Autareye Brab- 
mana, of Pururnvas and Urvasln in the Shatapatb, of 
Is achiitPta m d Yami m il\e Upanisbadns. of Savitrit of 
1 Eix'j ;; ~ 
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Udayana. 01 Jataks of Pah Though most of them were 
merely isolated pieces Still their epic character is quite 
clear' The famous ivarrior^ of t'le epic — Sbantanu, 
Krishna, Arjuna and others find mention in the pre-epic 
literature, and lead us to suppose tn at the cults of Krishna, 
Shiva, Vibhnu, Rama must have influenced the mind 
of tnc people even before tneir deification in the epics. 
Tne Use of Sinflcrit lancjuage, the misture of prose and 
poetry, the Krishna worship and the linear simplicity of 
the recitition of the gatha-samhita are the characteristics 
both secular and religious The Vidushaka of the drama 
IS inexplicable from the religious point of viev . The 
language he speaks and the ninth thnt is produced at his 
cost in spite of his Brahmanic birth indicate that this 
figure must not have been an outcome of religious Brah- 
manic pastime but have been taken from the popular 
mime and must have been the descendant of the Brah- 
raacha'-in that falls out ^\ichthe hatera of the /labavr-ata 
or of the Vnshakapi of Rg X Sd The len'Tua'':e5, Sanskrit 
or Pracru were used according to the status of the chara- 
c-ers because they were current a-, the lip-languages and 
not as the bool -languages of tlie people. Both Sausknt 
and Prakrit had yet to be fossili/ed intoht<rary forms 
which they did a'ter api'itty long time— the former after 
400 B C and the latter after 400 A. D roughly. 

Some scliolars take a clue from such v/ords as Pan- 
chalika, Putnka, Puttnh Duhitrika— all meaning puppets 
made of wood and aW/ribute the origin of tne drama to the 
dumb puppet-shows, the favourite pastime of the people 
“ The simple puppet-show is everywhere the most ancient 
form of dramatic representation and it w’as so in India^’* 

1 OldciibcrgZ G Prosi • 

2 PischsL Hoiut, of the puppet-play P S 
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The pT-ototype of the Sutradhara who pulls l&e threads 
behind rhe puppets and tnus moves them is found in the 
drama and it Is he who is responsible for weaving the 
diff-^rent thraids of fie plot'testure. The Indian Drama 
IS therefore a gradual evolution of the puppec~play strict- 
ly a secular past-time as is borne out by the fact that a 
damsel is introduced in Brihatkatha as the daughter of tne 
asura Ilaya using a puppet and that a talking puppet 
impTsonating Sita is actu illy introduced by Eajshekhara 
in his Bal Ramavana Side by side with the puppet-play 
there V as in ancient time anotaer pastime — the shadow- 
play instances of v hicli are supplied by later writers, by the 
shadow-Siti in the U K. and by shadow -Urvashi in V U 
Even Vidushaka IS associated with these dumb-shows as 
a s'' in Jia'^ character “The Sbaubhikas of Msbabbasbya 
viVT*’ persons ivho evpiained matters to the audience to 
supolimen: eit ler ' dumb-actors or shadow figures'” 

Tins theory is opposed by HiJlebrandt according to 
whom the mnpet or shadow-play is an imitation of 
drama whicu again is nothing but an imitat on of human 
life Tne -ntradh .ra of the drama has nothing to do wuth 
the tnreads but has mainly to measure and lay out the 
land for the taeatre and s'^condanly and figuratively to 
measure the threads of the plot ” The drama as comedy 
is s national espression of man’s primitive life of pleasure 
and appreciation of humour and wat and it cannot there- 
fore V lit to be evolved from the puppet or shadow’- 
sliow c 

The old popular mime that was staged under the 
auspices of the ritual and that had got its body and 
perhaps its spirit from the old gatha literature, received 


1 Lade-; 
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further imi|^etus when the whole flonting mass was put 
together in the epic in such a way as it could very well 
be laid under and represented. The opics with all the 
legends ami myths, uith thoir intrinsic and inherent 
dramatic element gave nso to many other attempts outlie 
part of reciters either to expound or to lepresent the 
stories m the form of KIrtans or Pm anas which were a sort 
of monologues. A.s the cults of Kri‘-hna Rama and other 
divine incarnations spread their inhneuce, the monologues 
v ere changed to dialogues or polylogues or processions 
called Yatras or Lilas in the north or Lalits — and Gc*n- 
dhols— dramatic performances in Maharashtra. On the 
score of their histrionic aspect the yatras of the north and 
the Lahtb end the Gondhals are wiongly said to have 
onguiatod and influoncoP the Sanskrit Drama while 
reverse is the case The Drama had already attained to 
its full form at tao time of Bhasa and Ashwaghosa and 
Pataioali It is the drama therefore that gave rise to 
these mimic dramatic performances which are certainly 
post epic efforts The Gondhal of Maharashtra comes 
still later It could not have been there before Maha- 
rashtra was colonmod by the Mahara 3 iks and Nagrs of 
the North and Maratha nation and language were evolv- 
ed which ore daied approximately at 400 A. D.^ The 
Gondhal therefore is an imitation of the Kirtan of Brah- 
mins administered and altered according to the needs of 
the people m the lower strata, and perhaps presents both 
the Aryan and non-Aryan elements. 

The theory put forward by Windisoh and Hermann 
Reich which adduces Greak origin to the Sanskrit Drama 
is based on wrong assumption The Mnchha katik a which 

1 Dr Delwalkar, D Q 

2 Y K Ra]wftdo— It, ]M. ChamiTu 
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they both have taken to be the oldest and the typical 
Indian drama and which forms the basis of their theory 
has been conclusivelv proved to be an enlarged and im- 
proved edition of an earlier play Gharudatta’ and avail- 
able upto four acts written by Bhas who lived certainly 
prior to the influence of the tornado of the Macedonian 
invasion Besides borrow al is one thing and influence is 
quite another thing The indegenous Indian drama might 
have come under a strong influence of tho Greek plays on 
account of the intellectual contact especially in the period 
of Menander's conquest or which even prior to that was 
aided by the brisk exchange of trade between Alexandria 
and Upain through the port of Baryagaza The herds of 
the tornado of the Greek invansion and the subsequent 
settlements of them on the Indus and the trans-Indus 
province might have erected theatres for staging the 
Attic comedies that might have influenced and given an 
impetus to the Indian drama that had sprung into being 
before the advent of the Greeks It is within easy com- 
prehension to attribute quite independent origins 'to both 
the dramas Similar thoughts have often occured quite 
independently to different persons. The drama w’hen 
once originated w ill undergo similar development and 
the scenic requirements for it will also be identical in 
most countries. The divisions of the play into five acts? 
the entry and exit of all actors, the asides, the scenic con- 
ventions are but superficial similarities and could very 
well have been developed independently in both the 
countries 

These scholars however ingenious, scholarly and 
scientific their researches may be, start wuth certain pre- 
possessions under which they lab our so much that they 
1 Bclwalkar H K and ^ 
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try to bnn'T forward to a later date the antiquity of 
cvoiv tiling Indian and trace its origin in some exotic 
civilization like that of Greece winch according to them 
is the mother of every thing Western Hellenism is 
sought to he traced in language, society, religion and even 
philosophy of India The Bhagavadgita has not escaped 
from being traced to Hellenic inflnonce. As the Hindu 
scliolars are exhorted by thorn to be free from the influ- 
ence of tradition which colours their view's, so these 
scholars also require to be told to be free from the bias of 
Hellenic inflnenco 

The w’ord Yavanika or Javanika is taken to mean 
“Gracian cloth’' though the use of the curtain by the 
Greeks is much questioned. The pati ro apati is said ‘‘ to 
be a Persian tapestry brought to India by Greek ships 
and merchants" The introduction of yavanis — Greek 
maidens — is due to the fondness of Indian princes for 
their fascinating looks. The Vidushak, though Brahmin 
by birth, is said to be the imitation of the confidential 
slave of the Greeks, and Vila, of the Greek Parasite. 
Though the action in most of the Sanskrit dramas traverses 
a long period of a number of years and though it is a 
complex texture of a number of threads, still unity of both 
time and action is sought in them The divisions of 
Sanskrit drama rest on an analysis of the action and 
though such divisions are not recorded in the Greek 
drama still the acts are said to be the prototypes of the 
acts of the Greek drama. The characters of one are high, 
middle and low while those of the other are ideal, real 
and inferior The similarity of episodes is also pointed out 
The ring in Shak and Malvika,the seal in the Ram and the 
Mudra E , the ]ewel in the Nag and V TJ , the garland in 
M. R. and the scented garmejit in the the M. K. are 
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dramatic contrivances most pleasantlv deviled and de- 
signed ; still attempts are made to show the debt of fincy 
coming from Greece. The theory of greek origin is too 
full of prejudices to command cur aceptance in face of 
toe strong proof advanced by Patanjah against it At 
the most .t can be sa.d with V76ber thrt tbe Sanskrit 
drama may have received an impetus by the representa- 
VLOn of tae Greev plavs at the ccurrs of the kings in 
Baktria, tae Punjih and Gujrath.' 

The Sanscrit drama which combined in it both the 
’eng'ous and the secular elements and which in its course 
of development cine within the sphere of influence of tae 
Greek plays, mast also nave come under the influence 
of the Ushatrao ralers of iflalva and rlutcura Tt could 
not have been originate i eirher in Urain — Idnlva or in 
Saursena-tfathuri The drama whica took its manner 
from the Yedic dialogues and its matter from the epic- 
saga-lore and characters from such festivals as the 
^la'-avrat anl waich was canonmed bv Kri^hashva and 
bhilali could not have waited to take its life from the 
alshatyep rulers though under whose auspic's the Sans- 
krit language was seculansed as is maintained by Levi on 
*he s'-rengto o'" the laagn'’ge of toe ea-liest inscnpdon 
3 at taere is a good de il of material against this In the 
Srst place tae Ksbatraps who are wrongly identified with, 
satraps were men of indegenous Hindu extract and had 
not a drop of foreign blood running in their veins They 
revived every thing that was ancient and traditional, 
religious and lingiustic and must have revived the 
Sanskrit language which had perhaps alien into a 
little disuetude. The same patronising altitude towards 
tae Sanskrit language is noticed in the inscription of 
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ITsliavdnt ( ^24 A D ) and in the still earlier inscription 
of the Suiifra dynasty Tiic champion of the vernacular 
AshvaRhoshn who was inspired perhaps with the desira 
of handling Sanskrit in ns fascilo a way as of the orthO' 
doy Brahniinb could accept it as the vehicle for ihia 
drama The use of a particular language in a drama .13 
generallv in accordance with the actual state of things and 
though it was the case with the Sanskrit drama at some 
period of its development, still the use of different prakrit 
languages in the later dramas must bo attributed to 
literary purposes rather than to any attempt to imitate 
the speech oftho day On the same ground can he dis- 
proved the theoiy of Konow who accepts Muttura and, not 
Ujjain as the centre of the origin of the Sanskrit drama 
on the basis of saurseni being the normal prose tongue in 
the fragments of the dramas of Ashwaghosha and in ,th0 
dramas of Bhisa The support which Levi takes from a 
passage of Bharat’ , work on dramaturgy is equally 
insecure He says that the terms ‘ Swamin ’ Sugrhitna- 
man, Bhadramulcha, RabhiTiya are borrowed by Bharat 
from the actual state of things being appellations in force 
in official etiquette in the Kshatrap court. The passage 
in question is m the first place corrupt and secondly 
nothing more is gained by this similarity winch is too 
flimsy to warrant an inference regarding the oiigin pf the 
drama. It can at best be said that the drama received 
further impetus and revival under the patronage of the 
Kshatrap kings of both U]]ain and Muttura, 

All the theories that have been advanced by «ever^tl 
eminent onentalistfa regarding the origin of the Sanskrit 
drama, however plausible, ingenious and scholarly fthqy 
may be, unfortunately have not got in them the strength 
of tradition and consequently arif not able to stand. +Iatec- 

2 
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pretation is verr scarcely atterrpted regard to 

tradition ivliich always builds a huge structure on sim~ 
pie truth The Sanskrit drama on account of its origin 
being buried under hoary antiquities and its long life of 
growth, came to be clustered round by tradition. In the 
absence of complete dramatic works as such, the ancient 
writers did not possess that historical or chronological 
sense to trace the evolution of the theatre by means of 
the direct or indirect evidence of Indian literature 
Though the Samhitas, the Brahmans, the epics and the 
gramraatical works furnish positive evidence about the 
origin and the condition of tae theatre, about the forms 
of representation and dramatic art and thus present 
scattered constituent elements vhich, grouped together 
may evolve a dramai still at the time of Bharat, the 
famous writer on dramatics, blind creduleuce clustered 
round the tr th and buried it down from the view of 
persons* Bharat, the celebrated author of Xatyashastra 
possessed a gea’us of the same type, though not of the 
same magnitude, as that of Vyas oi the epic fame or 
Mann of tae -^mriti fame There v as always a mess of 
material floating orer the society mastered by scholars 
orally hut no attempt was made to systematise and 
organise the whole bulk. It was only a V>as or a hlanu 
who with his comp-ehensive vision could take a complete 
view and could restore order in the chaotic form of 
literature The various incidents, ancedotes, experiences, 
traditions, histcries that all have been coglomeratsd in 
the famous epic were so many dis]oinLed feathers flying 
anywhere according to the force of circumstances Vyas 
caught hold of them and put them together supplying at 
the same time the soul of unity which that disjointed stuff 
required. In the case of^Ianu again, the several canons 
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peopla It WPS condamnad vary severely by rbe custo- 
dians of moral code. The terms such as Rupa]Ivi and 
Jayauvi — ‘‘ livin" on their charms or on the charms of 
their V. I'^es ” axe sufficiently condemnatorv In Jain works 
such as the AsTanssuita and Raiprashuiya there are con- 
denira''or^ remerks on such ideal enjoyments as arts akin 
to the diama Bhorat had to v iden this narrow anyle of 
vision the arms of v.hich hemmed in this fine art and 'he 
di 1 it tatir.s: advantage of the henotheistic tendency of 
the \ r'ters of the ago Every wTiter maintained that his 
snbjccl V as the best of all, that it emanated from the 
mouth of Brahman and that it had the vedic traditionj 
that it coiila sacuie for the man all this-worldlv and other- 
morld'y c.ids It is this henotheistic tendency that has 
led B1 aiat to say that of the chief constituents of the 
dra ma iho element of recitation was taken from the Rig- 
vedr, seng from the Siimveda, mimetic art from the 
Yc/.n 'cda end sentimen’-s from the AtharveJa 

Tl e traditional vier about the origin of Sanskrit drama 
IS giNcn Lr Bharat in his Natyashastra m the follow ing 
wej ‘ Vfhen Br'^hma was a sage in the Krui age and 
■when \ f masvsta Llanu was preparing for the Treta Age, 
■when fop ilcr morality s m the grasp of greed and of 
desire end the world 15 deluded bv en^T, by resentment 
and by i. eal and woe, hen the Devas, Banavas, Gandh- 
nrv^s, Yaksr.s, I?ak=;as, hlahorg-ac, and the Lokpalas en- 
tered upon Jambudwipa then Indra and ether Devas said 
to Brahma ‘‘ We desire a pastime to be seen and heard. 
This mailer of the four Vedas should not be heard by the 
Sudrrs, pray therefore, shape another and fifth Yeda for all 
tho cast- ” 

tpyiag to them, “So 1st it be ” and turning way 
from Indra, He V. ho knowts tho essence of every matter 



seated in-vo^a posture called to his mind the four Vodos, 
thinkin'- ' Let me make a fifth Veda, to be called Natya 
(J)ronia) combined with* epic story tending: to virtue 
vcalth^ (pleasure and sp'Titual freedom) yielding fame — ■ 
a concise instruction, setting forth all the events ot the 
wcrld about to be. containimr the significance of overy 
scripture and for V, arding every art Thus recalling all 
the Vedas, the Ble-sad Binhma framed the Natya Veda 
from the several partj of tho four Yedas as desiredi”' 

The firct exponent of tliis cumulatiou of the diflerant 
materials or a practical representation was a play named 
Amritnianrlian — the churaino for nootor— which was 
staged by J^nrada and others at the feskn al of Indradh./a]. 
The stage was presided over and furnished by 
many deiries. 7 he first play the theme of which was about 
the fight between the Su) as and the AbUias was lanniru^, 
its course when all of a sudden some Inndrances apjeared 
and the Sutra-dhara fainted. The Abu res were dissatis- 
fied because the drama depicted then own defeat^ They 
were, how'ever. calmed down by the god who was 
thereafter named ttSt TJion the theatre came to be 
l>rotected by deities not a niok being left wnthoufc any 
deity presiding over it, the centre of iL being occupied by 
the father of the science of draraat-urgy. At some other 
play, it is said that the sons and disciples of Bharatmuni 
the actors who in a comic vein made fun of some 
holy sage, were cuised in conB 0 nuenco,_ w ith the loss of 
their status w'h,ich, thereafter came to be on a pai v'lth the 
Sudras King Wahusa was the fir A man to establish a 
theatre on earth ” 


1 Coomaiswamy’s trauslation — 3Iirro* o£ Ucstuia 
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Bharat thus considered first the formetioh or the crea- 
tion ofthesciencecf dramaturgy followed by the discussion 
of two.o'her ^points, namely, the prevention of the obstruc- 
tions and the protection of the theatre There were four 
Vedas and owing to the purity and reverence in which 
they wer6%eld, the fourth class of the Hindu caste-system 
was deb-rred from a study of them It was for their 
interest that a fifth additional Veda was fashioned which 
was cs’led the ’ 

The Katyaveda, therefore, according to tradition 
contains the isolation and the elabcration of certain 
specific features of the already eristmg four Vedas — 
resitaticu from the Eigveaa, music from the S?mveda, 
the gestures from the Yajurveda and the emotions from 
the Atharvaveda Both the Gandharvas and the Apsaras 
took part in the play. The social status of che actors was 
very lo - . The first play v. as staged on the cccasion of 
religions festival in honour of Indrn’s b‘’unGr 
the st'^ff of V h’ch was seized by Indra to beat off the 
Asuras lu had risen in urath and which thenceiorw ard 
came to be stvled ns and to be used as a protection 
at the beginning of the drama. This flag — staff vhicli 
vms dcc.-'rateJ V ith flowers and buntings and the salu- 
tition offered to it ?t the preliminaries of the dra have 
given n-e t-i a wrong notion \'ith some scholars who 
connoctjb wirh the ceremonies of bringing in the May- 
pole from the \ oods supported by the comparison made 
by Gro" se of the Holi and the May-day rites 
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Anothe> tradition tells ITS that it was Brahmadeva 
-vs ho put together the science of singing or music from the 
Samveda and taughtit to his five disciples— iITcTj t’Tr, 

II, who wore excultant on learning it and gave an 
examination in it before Mahndeo who was a great 
appreciator. These five disciples wrote five Samhitas. The 
Bharat Samhita came to this world, that of tiTf went to 
heaven, those of Tumburu an i Huhu w ent to the nether 
region Bharat started the dramatics, Narada started the 
instrumental '^r the stringed music and Eambh§ 
started dancing 

These are traditions no doubt but they should never 
be discarded because they are traditions, but should rather 
be availe I of for the right and rational interpretation 
because they contain the opinion and doctrines of the < 
people, accumulated from times immemorial that load it 
with the sublerfugo of blind, unscientific and irrational 
superstition The origin of the fine arts was oompletelst 
lost sight of, hidden no much away m the dim distance 
that it came to be associated v/ith the divine fountain 
head who is the sourse of all that is good. These tradi- 
tions reveal among many others, the following things 
regarding the Sanskrit drama — 

(1) That the origin of dramatics was buried in dim, 
hoary antiquity and was beyond the ken of even 
advanced people. Being a social form of art, it must 
grow with the society, 

(2) that it was Bharat who put together all the 
canons and evolved his NStyashastra on the basis of 
sutras already existing. 
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(3) that the material for representatioi^' was taken 
from the epic and the pre epic literature — the exploits of 
Suras against the Asuras, 

(A) That the occasion selected for representation 
was some religious festival like the banner festival, 

(5) that the Gandharvas and the Apsaras — men and 
women played the different roles , 

(6) That the art of dramatics being perhaps much 
indulged in by the commonality was not held in gracious 
looks by the austere Brahmins, that the sccial status of 
the actors was very low — on par with that of the Sudras, 

(7) that the fun was sought at the cost ot some holy 
sage and consequently of Brahmins,— which must have 
given rise to the funny character of Vidushaka, 

(S) that the people had begun to appreciate the value 
of this social though rigorous and specific literary ait as 
being the source of all enjoyment, counsel in matters of 
sentiment, mood and iite , 

(9) that attempts v ere made to rehabilitate the 
degraded art by connecting its constituents with the 
most sacred heritage of the people, namely the “Vedas , 

(10) That the singing, dancing, and drama were 
inseparably connected and had sometaiiig divine in them, 
that they all emanated from some etherial beings 

The following verses may be read in connection vith 
the traditions. 

JTpTrnlgRti'wr I I 

'ST1*ll I V II 
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CHAPTER II 

The mould o? Sanskrit drama 

Bharat was the first accredited promulgator of 
dramatic thojght. There were Natyasutra writers like 
Krishaswa and Sbilali and dramatists like Bbasa, 
Shudraka and Ashwaghosha Sharadatanaya a writer 
on rhetones belonging to the 12th or 13th cen- 
tury, refers to one Subandhu, — a pre-Bharat writer on 
dramatics He in his says, ‘ Subandhu 

enumerates five divisions ot Natakas 

misr Tnis Subandhu lived in the court of the 
Mouryan sovereign Bindusara, the sen and the successor 
of Chaudragupta and sei ved him also as minister. 
Subandhu was first imprisoned by Buiduslra and later on 
released after his binding himself to ni-, sovereign’s heart 
by w’riting the story of Vatsaraj, viz — Even 
so early as the period of tlie Mouryan emperors Ohandra- 
gnpta and Bindusara, Sauskritdrama was in a very high- 
ly developed stage and ministers v/ero engaged not onlv 
in writing dramas but also in taking part in their ro- 
presention This Subandhu is of course different from 
his name-sake, the author of the prose romance which 
came to be written in tlie period of the decline of the 
Gupta kings 

Ail the same it has to be admitted that there is no 
work on dramatics which can be definitely set down as 
having been \ ntten before Bharat Bliarat lived in the 
3rd or 4th century after Christ Levi relies upon the royal 
titles Swami, Sugnhitanftman, Ehadramukha, Rashtriya 
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vrhich are simMtaneously found in the Natyashastra of 
Bharat and in the inscriptions of Eudradaman and 
Eudrasen, two rulers of Kshatrnp dynasty of Gujarath 
and says that Bharat must have flourished under the warm 
patronage of those rulers, that is, in 200 A D. Harprasad 
Sastri also puts him there, while MacDonnel takes him 
to a later date (700 A. D ). But these dates refer to the 
extant work Natyashastra and its author. The name of 
Bharat as the prime dramatist was already before that 
since the plays of Bhasa that point out a markedly wide 
divergence of technique from the one mentioned in the 
Iil’atyashastra, make mention of Bharat and his epilogue. 
The dramatics when once sot high and infused with the 
divinity in a henoLheistio spirit by Bharat received 
attention from the writers of Puranas Agnipurana — a 
work of 700 A. D. on account of its debt to Amarkosha 
gives a full treatment Dhananjaya Mammata, Vishwa- 
nath and a horde of others have treated the subject in all 
its aspects and have evolved from it the aesthetics and 
the psychology of sentiments 

According to the Hindu notions of aesthetics, a 
dramatist does not differ very much from a poet. A 
dramatist has to be a poet first and a dramatise after- 
wards. The requirements and the equipment that a 
dramatist has to set up are the same ns those of a poet 
He must have ine or the power of imagination in 
an unlimited quality by which he can work wondious 
deeds ST^rr) or by which he can make 

novel lustrous revelation SRiT) or by which 

he can give descriptions par excellence 
In short, he is the god creator of the universe of poetics 
and as such can subject the world to any transformations 
that he pleases. 
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In addition to this power of aloheniy he must possess 
®3HM — word-knov/ledge and ^li^tTar — constant practice 

The purpose of writing a drama is thus set forth by 
Bharat in the following verse 

^ ■''ildl'ii n'hviilH. 

^TT^avfiTJT ’iisqrjn'-^'il ^15, 

He also says to the eiiect “ I made this play as 
following the movements of the world whether in work 
or play, profit peace, laughter, battle lust or slaughter 
yielding the fruit of righteonsness to those v ho follow the 
moral law, pleasure to those who follow best, a restraint 
for the unrul.v, a discipline for the followers of a rule, 
creating a vigour in the imootant, zeal in the warriors, 
wisdom in the ignorant, learning in scholars, affording 
sports to king's, endurance to .he sorrow -stricken, profit to 
those V bo sse'c advantage, courage to the broken — willed 
It affords excellent counsel, pastime w^eal and all else 
It is a pastime a source of w it and humour, the soul of 
joy and delight The ultimate aim is the supreme bliss 
w hich is said to he To the readers, 

It gives solace, instructions in knowledge, of rehgin 
morality and philosophy, proficiency in the arts and way 
of tne world To the dramatist it brings fame and 
wealth (qip!? One of the aims of the sansknt 

dramatists anpsars to be the revival of the epic-religion 
by means of renewing the memories of the people by 
Tehabihtahng the characters of the epic and strengthing 
the belief of the peopie The drama is thus a source 
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of religious lu^truction The philosophers like Shankar^ 
the sacerdotalists like Kumai ila, the Sovengns like the 
Guptas were doing work in great earnestness to with- 
stand the onward march of the heretic religions-Budhism 
and Jainism The beliefs in the potency of sacrifice, the 
karma and the transmigration theories were at stake and 
were restored by learned erudite exegetic expositions by 
philosophers and Mimansakas. The poets and the 
dramatists also added their mite to the general fight 
against them Theirs was an appeal to heart rather than 
to the head 

The dramatic poets more than any other artists 
reproduce the life of men around them exhibiting their 
aims, hopes, wishes, aspirations, passions in an abstract, 
concise way which is more intensely coloured than the 
deffuse facts of daily experience It comprehends both the 
aspects of the human activity benevolent as well as 
malevolent, the play, pastime, merry - making and the 
scuffle, the duel fight and the slaughter It shows the pur- 
suit of men of both pious and impious temperaments, the 
restraint of the turbulent. Bharat says “I made this drama 
according to the seven lands and so you taPBJs) should not 
feel resentment towards the immortals The drama is to 
be understood as witnessing the deeds of Gods and Titans, 
Kings of the spheres, and the Branman sages Drama is 
that which accords to the order of the world its weal 
and woe and it consists m movements of the body and 
other arts of expression. The succinct view appears in 

vs 

:ns€r i 

The various types of human activities and the 
characters that live them during |^heir life time form the 
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basis for the classification of tbe sanskrit ^atna Bhana’ 
or the one-man drama — a sort of monologue, mustba the 
earliest form of drama — or a “ formal version of a primi- 
tive mimetic performance ” The performer therein 
narrates dramaticf lly a variety of occurences as happen- 
ing to himself or to others Lo'’e, var, fraud, intrigue, 
imposition are appropriate topics and the narra^^or may 
enliven his recitation by a suppositious dialogue vi itb an 
imaginary interlocutor. “ An appeal ismade to heroic and 
erotic scumment by the discr.ption of heroism and beauty 
in the verbal manner e g Vithi is of the same 

type vrith one act and one actor narrating a love story in 
a comic dialcgne consisting of equivocation enigmas and 
quibbles There are fragment speeches in the air The 
first act of 'dalati-ZIadhao is an instance in point 

Vyayoga is also restricted to one act and one action 
and traverses the length of only one day It excludes 
female participamoa on account of the military transac- 
tion that it repre='eats. The theme is legendary in 
character and god, or royal ssge or man takes part in it 
This type of one act play foilowing as it vere tne unities 
of time, place and character gave rise to or act 

having charactorstics either supplementry or intro- 
ductory and written in a pathetic style, and covering 
over the period of one day. 

V7hen such ankas w’ere put together, a full drama 
was evolved. It was a Dima^ or Ihamnga or a natika if 
the acts were four 
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Dima, pri^sonts terrific events, portents, incantations, 
-borcer.r, combats, eclipses represented by gloomy charac- 
ters eg Tripurdah" Ihamriga ns the name signifies, 
V\*OS hard •jearch after n maidon and honco depicted the 
topic of love or mirth. Katlka’ is a love romance and as 
such is very favourite with the dramatist. Its theme 
generally is an intense and a thorough en]oymont of life, 
health and vigour, a readiness to take things as they 
come, a freedom from ovor-ansiety about the morrow, an 
nbsencG of psychnlogical or metaphysical iiddling. This 
plav IS sometimes termed as lesser heroic comedy or 
sentimental comedy with a frnme-v/ork of intrigue con- 
sisting of the efforti of the hero— a gay king to attain 
marriage vith the heroine who is a disguised princess^ 
The meetings — sweet and secret- are arranged by the 
confidents of both. Thev havo to struggle against the 
goalousy of the queen, a lady of mature character who at 
lest la forced by the circumstances for the final 
acceptance of the situation and tho consequent sanction 
of the nupitals of bolli. “The life at the court (;ives the 
opportunity for inlrjducing music, song, and dance as 
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elements in tlic entertainments ” T^nKPErar. 
are famous instances of Nalika. 

The Nataka is a more complex play. It has got a 
number of secondary incidents and pi aveshas This form 
of drama is quite free trom the restrictions of art. It is a 
form of drama par-excellance, serving different purposes 
‘ It accomodates itself not only to the grace and charm 
of Kalidas but to the unmeasured and irregular genious 
of Bhavbhuti It permits the political drama of Vishakh- 
datta as well as the philosophical disquisitions of 
Krishnamisra and the devotional fervour of Kavi 
Karnapura ” ' The notable instances of this form of 
drama are lErrjrT^, ScffOW, I'n'krfT?:, 

The Prakarana like the Mrachhakatika or the Malati- 
Madhav takes the theme from a pure fiction or from rea^ 
life in a reputable class of society Love is its piedo- 
ininent subject The hero is a member of ministerial rank 
or a Brahman or a merchant It is of two types a shudha 
one if the heroine is a maid cf a family and a sankirna 
one if the heroine is a courtesan It is a kind of drama 
or a comedy portraying the manners of the people of the 
common strata in the society It takes it name from the 
hero or the heroine Though it may have as many acts 
as those in n Natak still it differs from it, in the 
status of the hero and the heroine There are slaves, 
Vitas and rogues of various kinds. 

Prahasan is a farcical or comic satire on the vices of 
Brahman or ascetics. It has for its person heretics, 
Brahmans, cheta, Cheti, Vita It is both pure and mixed 
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Samavakar’lfs a supernatural drama in winch characters 
are divine or semi-divine. Heroic sentiment is por- 
trayed in it 

Prakarnika, Sattak and many others are minor Ru“ 
pakas or Uparupakas 

The Bhavprakash of Shardatanaya says that Suban- 
dhu enumerates five divisions of Natakas as : — 

1 Puma, e g Kratya-Ravan , 2 PrashSnt, e gr, Sva- 
pnavasvadatta , 3 Bhasvar, e g Marich-Ravan , Ghandra- 
gupta, Binding of Ram and Laxman by Nagpash 4 Lalit, 
e. g Vikramorvarshiyam, Vatsra] and Vasavadatta 
% Samagra, e g Mahanatak 

Tragedy is as a rule prohibited from being shown on 
the stage The very thought of producing a tragedy — 
showing a calamitous end was alien to Indian mind It 
defeated the very purpose of writing a play which was a 
means of entertainment or a pastime-or weal to the world 
This tendency of obverting a calamitous end strengthen- 
ed and grew into a tradition which was too strong for the 
dramatists to break. Drama was not the proper field to 
show the worst results of retribution or Nemises for which 
the philosophy and the Karma theory offered ample solu- 
tion Fate IS nothing outside man. He is what he has 
made himself on the strength of his accumulated action 
in past lives There is no scope for sympathy for the 
worst plight of a man because it is all of his own making 
All the evil that he gets is a just retribution. The rule 
laid down by Bharat prohibiting a tragedy is strictly 
followed by dramatists that came after him. Bhasa who 
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is a pre-Bharat draraatist is credited for haC'-ing written 
the only tragedy in Sanskrit literature His play, Uru- 
bhanga isteroied a tragedy because it offers a calamitous 
endtoDuryodhana.the enemy of Vishnu But the play fails 
to satisfy the rules of tragedy laid down by Aristotle The 
proper subject for a tragedy according to him, is the 
spectacle of a man, not absolutely or eminently good or wise, 
who IS brought to disaster by some error or frailty in him 
Pifcy must be roused by undeserved misfortune and terror by 
misfortune befalling a man like ourselves All this is ab- 
sentinthe TJrubhanga of Bhasa The devotees of Vishnu are 
sure to regard with relish, the fate of the enemy of that god> 
the evil Duryodhana. The idea, therefore, of producing a' 
tragedy is entirely wanting in the theory of Hindu dra- 
matics as it is in practice. The severe injunction upon 
dramatist refraining them from producing a tragic end 
could not check the dramatic muse of some writers who 
were made of that stuff Some of their plays are, to all 
outward appearances, comedies in which the tragic end is 
perforce suppressed owing to the dramatic canons or to the 
tradition-built taste of the people which the dramatist 
dared not offend. The Uttarramcharit and the Venisamhar 
are instances of suppressed tragedies or trngi-comedies 
with reference to Sita and Ashwathaman respectively The 
absence of tragedy makes clear the purpose of writing a 
play V hich IS well expressed in their dictum “All our 
efforts are for your pleasure ’ 

The difference in the several types of the dramas 
mentioned above, had for its basis, the difference in 
the subject matter or the raw material which was selected 
for being fashioned The traditional saga oi tiie Gatha 
literature, the Epics-Ramayana and Mahabharat, the later 
puranas and the works like the Brihatkatha of Gunadhya 
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Vi ere the inesTlausfcible rich mines always at their com- 
mand hich the writers could draw upon whenever they 
liked Such of the v nters again as happened to bask in the 
warm patronage of some kings compensated, by returning 
an cncouiuini on their virtues and exploits by taking a 
theme from history There wore other free lancers who 
afforded a full flight to their soaring muse and invented 
new themes and plots There were other dramatists who 
with tlieir meagre talents tooK and dwelt upon the lesser 
personages and themes of the available sagas “The 
Hindu Theatre affords examples of the drama of domestic 
as veil as of heroic life, of original invention as well as 
of legendary tradition” ' 

The — the plot or incident ortho subject — matter 
falls, therefore, into throe clear divisions — 1. Prakhyata — 
the incident which is very much familiar from tradi- 
tion, 2 Utpadya — that which is invented by the writer, 
3 Misra — one which combines in it both the characteres- 
tics 

The Vastu or the incident which is thus once adopted 
from tradition or from invention IS sifted in point of the 
mutual connection of the different threads of the plot — 
the main currents being separated from the minor ones 
This divided the plot into tv o- ] — which is the 

main because it peitains to the accomplishment of the 
desired object of the hero and 2 which is the 

subsidiary one that accelerates the speed of the acoraplish- 
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ment This latter again falls into two classes 'TcTRrr’ 
and that deal with secondary topics that rise 

according to the exigencies and that refer primarily to 
the accomplishment of the desires of minor characters- 
and secondar ly to that of the hero Of the tn o, Prakari 
is less in length and strength than Pataka 

The Pataka which is a secondary incident is 
to be distinguishad from the which is the 

Dramatic irony either of situation or of words due to the 
happy coincidence of utterances 

These three divisions have got three more sub- 
-divisions according as the topic dealt with la 
Prakhyat — well-known inhistory or tradition or Utpadya- 
invented hy the genius of the dramatist or Misra — 
mixed. These are nine in all There are some incidents 
in the theme that have histrionic virtue in them, and are,, 
most effective when shown on the stage while there are 
others that offend the public eye and decorum if shown 
on the stage They are either too indecent or obscene or too 
void of sentiment to be vividly represented and therefore 
require to be suggested only. They are and 

respectively There is again a third classification 
of ^ based upon the nature of the particular material 
such as UTiyq;, srqqiKdq; , They are 

more stage — directions than different divisions of Yastu. 
The means for giving effect to the Suchya, the sug- 
gestible material, are the Yishkambhak, Praveshak, 
O huhka, Ankasya, and Anka vatar Yishkambhak,^ 
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indicates the different units of the story, both past and 
future, through the medium of mediocre character if it is 
pure, and of mediocre and low characters if it is Mishra. 
Praveshak' does the same function through the medium 
of low characters but it intervenes between two acts 
The Chulika is an utterance behind the curtain by some 
characters The Ankasya is an utterance of a character 
at the end of an act and it suggests the nature and tae 
advent of the lacident^ in tne following act The 
Ankavatar differs from the Ankasya in actually represent- 
ing the incidents referred to, at the end of the previous act 

These means of presenting the material, sifting it 
first according to its suitability serve as so many devices 
for securing economy in plot— construction The portray- 
ing of every minor incident will make the play proliz 
and prolixity is a serious defect in a dramatist who does 
never enioy absoluta freedom regaroing the length of his 
play as his brotner artist — the novelist does. A drama 
IS always intended, as AristAle says, for “a single 
hearing ’’ The action with its salient features brought 
■out, passes through five conditions which are called the 
Arthaprakritis — the means for the accomplishment of the 
object The whole action is surveyed from beginning to 
end, IS cut into five suitable partitions and is made to run 
its course through them. The essential interest of the 
action does not he in the straight, linear dynamic move- 
ment of it but lies in tue circuitous movement that it 
takes, lies in the rise and ebb, in the fluctuating develop- 
ment of it The five divisions in tae action are — Beeja, 
Bindu, Pataka, Prakari, and Karya. 
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1 Beeja' is the seed of the action and when sown 
spreads itself and grows into a tree, yieltiing the final 
fruit It IS the initial incident 

2. Bindu® shows a further development of the action 
keeping unity in the variety of tne incidents of it It is 
the internal tnread that goes through and hinds together 
the different shreds and acquaints the theme when it is 
likely to be lost sight of, in the maze ofthe minor incidents- 

3 Pataka and 4 Prakari are already explained above 
( page 36 ) 

5 Karya^ is of course the final achievement or the 
conclusion 

Corresponding to these five stages in the development 
of the action, there are five Sandhis^ viz A^ukha, Prati- 
mukha» Garbha, Avimarsha, Nirvahana These five 
divisions or joints on the body of the plot are at the 
basis of the five acts of the drama and therefore obey the 
exigencies of the stage-ma-agement They contain 
elements of such nature as offer tension and relaxation to 
the feelings of the on-lookers alternately 

1 Mukha^ gives time for the seed to grow and sees the 
possibility of giving nse to various imports and senti- 
ments The germination and transformations of the seed, 
the possibility of the adverse fortune, the food for 
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onhCGmon(, Uie fihr3v, d devjcc=, the of pki® jr**, 

Kfitjsfnction^ir misery, Iho inordinate imtnl cnthuciT'm, 
iho disclosure of secret, the efforts of remo.ini; tbe 
obstacles and the niptur"' — '.irc some of the rmny 
incidonis tliAtnre depicted m the 2duMm— ^'nndhi 

2. Pratimukha’ Ins reference to t'n Bindu ns the 
first has Ij the Reoia It r,’i*.es full ^cope for aR t ,e 
vv'our and activity of the pnneipa! clnracter t) 7>‘it 
forth for t!ic final and speedy achievement of t) e oh.oet 
No ohstvTclo appear^ in tin’s f-ardln 'J'ln •^eed ^^nI^!5 is 
sown in the first pancln shoots up a litilc aftn its g:rrn- 
nalion aud n (loth visihlo and mvmble to s mie ertent. 
The seed manifc‘-(s ikclf in anv one of the fo'lo'Mnc; 
ways’— 

The desire for mutual union, piir-uit of tie Poeja 
which disapp'^arn after ha\ inrr manife>tcl fir'-t a htSe. 
advent ofadver’-e fortune offort'- for a\ crtinrt it o piece 
of humour iietv cen t!ie hero and t’U> hermn, t i'> c u,< 
qtienl enconrafteincnt, a siidikn nnji'^diment tnst c' 
the prospectne union, tiie jnirsuasive imj ' rlunitir- ih>' 
shakim: ofl' of the de'>pondcney ciavin; tr c o ’Un : hr 
faithic-snt Vs in lose etc 

3 Garhln Tno Becji v’rri .rin.h .t If 
aud dnippenr-^ a Iittli n v nj ,!/ aUf ' m • 
pait ’(’lie ai'enmpliviiniejit n u tuU'ii . It ■ ■ dl 

of n siiihJen 'h*' I’lndijif’ee c n e- m a-u dri.i 'f t n 
aeeomplishnn nt hevond t>i hi. It \ nn* c t - I n, . r. 
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is taken off The action thus goes in a zigzag course 
showing the rise and fall not only of the incident but also 
of the sentiment It depicts the several guiles that are 
practised for nnion, the information about the where- 
abouts of the party, the several inferences about the 
attitude of the other party, the talk of compromise, the 
plumbing of the sentiments of others, the apprehension 
from the enemy and the consequent confusion The Beeja 
shows its sprouts in this part and points to the easy and 
speedy acquisition of the fruit 

4 Avamarshrt ' The impoit of the Beeja which is 
disclosed in the preceding Sandbi is again tested The 
test comes through excitement, anger, calamity or an 
enticement The excitement or anger is roused by a 
fault-finding utterance or by an attempt to imprison or 
murder or by the contempt of the elders These things 
infuse the strength to pacify or to withstand. The 
calamity may be due to one’s own disrespect. An 
attempt is made to pacify all the elements that have dis- 
turbed the course of the action 

5 Nirvahana® completes, unites and focuses together 
all the scattered shreds of the story The resolution of the 
plot that begins in the previous pari is completed in this 
The initial incident and a very significant utLerance with 
reference to it are brought before and significantly welded 
together It gives the' Prasad, Ananda, Varapti, and 
Prashasti, ( satisfaction, bliss, gift of boon and blessing ) 
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A?ain of Ibc five llic fir4 MulchaBandbi gives 

the imhal luci^out and '^nmo opposition on it andis similar 
to Protasis of the greek drama ; the Pratimnkha sho«vs the 
action iN grov.th or the comnlications of the incident and 
reseaiblos the Epitasis of the greck drama, the Garbha 
shons the chinav or the crisis or the turning point of the 
plot-'^trnchiro and ro'jombles the Ponpetera of the gxeek 
play The (v\o Sanskrit sandhis— the Avimarsha and 
Ivirvahana — depict both the denoiieniontand the conclusion 
of the plot The falling action is shown in Iheso and theie- 
fore ihoy are simihnr to Catabasis of the gieek play 

The nuctnalions in the actual course ot the incident 
duo to the rise and ebb of the energies of the principal 
characters are sho.\ n in as many stages viz - — 

Arnmbha' is the initial effort directed towards the 
acquisition of the great fruit and la connected with the 
Beeia and it, in proportion to the intensity of the eagerness 
of the characters Tt consists in a determinate will of the 
character s'ljnng “ I am sure to accomplish the end, come 
what mav 

Pravatna^ — When such a commencement is made 
with determinate will, it becomes mcumlmnt upon the 
charactois to lay do\Mi a scheme and to create and adopt 
t^e employment of meiiib for it^ speedy acomplishmont 
Ihe possibility of hindrance is to bo aierted 

Priptydsha” — Clouds Buddonly appear on the horizon 

and put out of sight, the ob]ect V, hen it is ]ust within — 
- , — ■ ■ - 1 — ■ - — - ■ ■ 
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The cup which is full to the brim and which is taken up 
to the lip and is on the point of being quafied off is at once 
snatched from off the lips The arrival and utterance of 
Gautami ( ^ in the Shakuntala 

Or the arrival of the queen Aushinary in the Vikram- 
orvashi or that of Yasavdatta when the union was quite 
iminent and 'witlun sight are some instances in point. 
It 19 a winding turn in the course of the plot 

4 Niyatapti' — After the winding, the efforts again 
take an onward, straightforward course, giving a turn to 
the rocky impediments in the way and the accomplish- 
ment of the object comes to be fully and distinctly viewed. 

5 Falagama^ — This is the last accomplishment of the 
object — the crowning success, — not only the union of the 
hero and the heroine but all the attending pleasures, the 
obtaininent of all earthly bliss 

The Sanskrit drama in general presents three tjrpes of 
plot There are plots designed on ‘'single hearing plan”, for 
instance the dramas of Bhasa like the Pootavakya and the 
Madbyamavyayo^a Such dramas of single hearing are 
the earliest types of the drama The drama of “expansive 
plan ’is instanced by the Malati-Madhav or Mnchhakatika 
They are admirable examples on an immense scale of the 
unification of the complex materials that are made to 
balance and illustrate one another Ihese are thus the 
instances of both brevity and prolixity In some others, 
the plot is neither too brief nor too prolix as in the Eatna- 
vali or the Malvika or the Vicramorvasheeyam where the 
plot appears in a condensed form Though the dramatists 
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present a great skill in the design of plot and in giving it 
as far asthe^can, an appearance of pyramidal structure, 
still it has to be admitted that the plot-structure in the 
Sanskrit drama is more stereotyped, more conventional, 
more rigid and more conforming to the laws of dramatics. 
The Sanskrit dramatists are with a few exceptions, poets 
first and dramatists afterwards Of the two important con- 
stituting elements of a dramatist — the plot-construction and 
the characterization, the first is always saciificed for the- 
other and both are sacrificed for poetry This is but a 
natural outcome of the restrictions imposed upon their 
genius by the scientific canons There is always a set 
mould both for the plot and the person to be cast into and 
■there is very little departure from it The only field where 
they are allowed a little of liberty is in the manner of ex- 
pression and in the emotions The scope which the poets 
have given to their genius in these two departments have 
made them master-painters of sentiments and their acom- 
paniments. The ancient Sanskrit drama is again more 
conventional than real, gives more the recognized forms of 
beauty than the representation or the imitation of actual 
life The realism of the actual life is seen in the Mrichha- 
katika but in most of others, the poetic fancy soars high 
and high and its flights are far removed from the world of 
actuality The fancy does come down in obedience to 
poetic truth or poetic fidelity with the result that there are 
son e instances like Shakuntala and the Malati-Madhav 
where we get the ideal probability 

There is with Sanskrit dramatists a set idealism in 
literature which has led to repetitions and analogies of 
thought and expressions “ Similes, metaphors, stock 
witticisms of Vidushaka, poetic conventions had become 
quite fossilized in Sanskrit drama. The familiar tree 
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Asoka, the bird chakravaka, the bee, the rescue of the hero 
or the heroine from the clutches of an infurfatad elephant 
are incidents found with every dramatist All this M'as 
common property, the literary stock-in-trade of every 
dramatist and poet This was the common fountain of 
idealism the rules of which have bean already given by 
the UTiters on rhetorics Shudraka is the only play-wrightj 
who got himself disantangled from the set idealism and 
preached realism in his play The realism of Shudraka 
has re'^erence to logical or practical universe Tne hunger 
of Sutradhara, the fast of his wife, the impoverishment, 
the pursuit of the harlot by the city-lewds, the broil of 
gamblers, the bankruptcy and the consequent housebreak- 
ing of Sharvilak are all incidents of common occurence — 
thoroughly realistic 

Dr ' iMATls Persons —The plot and the characters 
are inseparably and mutually connected. The plot gets 
a dynamic forc§ by means of the movement of the 
diSe eut characters and the characters on their part 
are developed by the action, the story, the incident 
and the situation There was a number of items in the 
p>-eliminaries L lat were gone through before tne actual re- 
presentation of the Sanskrit drama But they were all 
finished behind the curtain Hence the first character 
that apr eared on toe stage before the people is the Sutradhar 
He is a character that is not at all involved in the course 
of the drama but stands apart a little from the characters 
and speaks with someu hat greater authority. He along 
with the Praveshaka ''and the VishkambLaka fulfils the 
interpretative function of the greek chorus He puls the 
spectators in possession of all the initial information that 
is necessary for the proper understanding of the play He 
1 Dr Sukliathmikar’a article C 0 A 

i 



45 


presents a set proarraTime versified to some extent and it 
has very little dramatic effect He is the Director of the 
company, the principal manager who regulates the thread 
or rules of the drama He is generally a Brahmin and 
therefore qualified to recite the Nandi — the opening 
benediction employing a tone neither high nor low'” 
Quite a number of qualities are desiderated in hira.^ 
He roust be very skilful in the presentation of 
the play, must have information about the various arts 
and science?, the use of metres, the use of all kinds of in- 
struments He must be conversant with the manners and 
the morality of the people He must know the heavens, 
geography, genealogies of kings He must be perfect in 
limbs, free from disease, sweet-iongued, forgiving, re- 
strained. courteous^ etc After the formal utterance of the 
benediction a reference is made by him to the author, 
giving all that is allowed by the proverbial reticence of the 
Sanskrit dramatists If the manager of the company happens 
not to be a Brahmin, he seems to have had no right to the 
title of SutraJhara nor could he recite the Nandi in which 
case, the benediction is uttered by a Brahmin and the 
further action or the play establishd by the Sthapak who 
possesses all the qualities and the appearance of the 
Sutiadhara In the dramas of BhaBa,ithe Sutradhara 
appears on the stage after the Nandi as is clear from 
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(Bana H. 0). He i<? therefore a ^thapak and 
the introduction is called the Sthapana 

The Sutradbara is accompamed by attendants, one or 
two, who are a little inferior to the Sutradbara in point of 
< 3 ualities He must be intelligent, beautiful, conversant 
with the means and materials to be used on the stage. 
It IS Sutradbara and Panparshvak' that play the roles of 
the different principal characters in the sequel The 
Natl is Ins wife with whom he holds a conversation 
dealing with the usually familiar topics of the household 
She possesses all the qualities of the Sutradbara. She is a 
lady of a few words, very clever, modest, devoted to the 
service of the elders Tne erudition, the information, the 
versatility are also required of her^ The Sutradbara, 
his wife and attendants are very solicitous of the public 
pleisiirs and entertainment Their* is a pleasant and 
happy household 

The dramatis persoiioa other than the characters 
mentioned above ( Prayb tris of the play ) fall into three 
groups — high, middle, and low — according to their consti- 
tuting merits or demerits. 

The hero is taker from the Uttani class and is 
presented into four different types according to his status 
If he IS a god or a demi-god,he is Dhiroddhata, if a king he 
IB Dheerlalita, if a warrior or minister he is Dheerodatla 
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minor episode requires an independent hero ^called Peetba- 
marda who is a little inferior to the hero to whom he acts 
as a devoted friend and follower He serves as a good 
counter-foil or a parasite for increasing the aurora of the 
hero MaLaranda in the Malati-Madhao belongs to this 
elf ss. 

The Dhiroddhata type of hero mentioned above is also 
called the Pratmayaka — the countei hero or the villain 
of the play He is j &nd he 

IS instanced by Havana in the Vircharit or Duryodhana 
in the Venisamhar 

The Vidushaka' or the merry, facetious buftoon is the 
most important character in the Sanskrit drama He is as 
indispensable to the stage as the hero to whom he acts a 
]Ocose companion and a confidential friend He typifies 
the lighter aspect and by his sallies and feats in mimicry, 
relieves the tension of the feelings brought upon by the 
serious sentiment of the hero He is a dwarf, old and 
gray and with distorted features He is a Brahmin by caste 
but speaks the prakrit He is said to be the successor of 
the Brahmacharin of the Mahavrata ceremony who uses 
abusive language to a maid with whom he falls out He 
and the maid, both figures from oldj popular dramatic re- 
presentations are conjointly responsible for giving food for 
humour in the dramas. ‘‘ His attempts at wit which are 
never very successful and his allusions to the pleasures 
of the table of which he is a confessed votary are absurdly 
contrasted with the sententious solemnicy of the dispair- 
ing hero crossed in the prosecution of his love-suit^” The 
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clumsT interference of tiie Tidusliaka in tiie intrigues of 
bis Mead c^dy serves to augment Ms difficulties and 
occasions many an axkvrard dilemma As be is tba uni- 
versal butt and is allovred in return full liberty of speech, 
be fiUs a character very necessary for the enliveament of 
the otberMse dull monotony of a Hindu drama 3ti.navaka 
is bis name and be is always by rbe side of the hero. He is 
the companion of his spores and promoter of his amuse- 
ments. ‘‘ The Prakric drama depicts Mm as the type of 
Brahman wbi serves as a go-betvreen in love-affairs 
masking Ms degraded trade under the cloak of religion.” 
Konovr takes him to be a figure from rbe popular drama 
who loved to make fun of tne higher classes He cannot 
certainly be taken to be tbe transformation of the slave 
of tbs Greek drama because be is Brabmin by caste and a 
Brahmin can never be a slave. 

The other characters of parasite type that create a 
sorr of rollicsing humour in a Sanscrit play are Yita, Cheta 
and Shakar. \'ita’ is a man who is courteous, shrewd and 
sweet. He is of a poetic bent of mind, very quick, at re- 
partee and leads up a discussion skilfully Yita is a 
clever je-ter, quick of retort, singularly audscions and 
with a special aptitude for sudden and disconcerting 
turns in conversation wbica enable him to leave the 
field with all the honours of victory. Chera^ is made 
of the same sinff though a little deformed. He knows 


^hT tl 

2 , spwjjh-oj 1 


4 



50 


the sense of propriety and knows also when and how- 
to keep the dignity of others He is conveiQant with all 
arts and diverts the minds of others by the fund of stones 
w'hich he has at his command 

But more funny, more depraved is the character of 
Shakara^ He is taken from the class of characters 
He Is fond of gaudy clothes. He is very easily excited 
and very easily pacified He speaks the Magadhi prakrit 
He IB shown in the Mrichhakatika of Shudraka ( for the 
treatment of which see later ) Though he creates laughter 
in season and out of season still there is a system in his 
foolery and he never loses sight of the object to be accom- 
plished Levi, possibly led by the title of this character, 
sees in it the traces of the Shaka influence on the Sanskrit 
drama He says, “ The character of Shakar may be 
regarded in this light, in its hostility to the Shakas, It 
reveals a period when either a prince was opposed to the 
Shaka-Cythian-ruie or the Shaka dominion had just 
fallen The Mrichhakatika may retain a confused version 
of the events of -00 A D”(For the discussion of the 
Shaka influence on the Sanskrit drama see ante, page 17 ) 
He is an ideal butt, perhaps the most foolish person 
ever presented on the stage A complete ignoramus, 
utterly incapable of grasping witticism, he is anxious to 
pass as a man of parts and tumbles into every word-trap 
that other characters lay for him A perfect and entire 
coward, he IS fain to believe himself a perfect fire-eater 
He swallows compliments on his personal appearance 
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without the (^immest suspicions. He is a source of end- 
less enjoyment and profit to the audience 

The action hinges upon these four characters, Cheta, 
Veeta, Shakar, Vidushaka' and gets as much a dynamic 
force as with other characters They do not stand apart 
as the Sulradhar, Ins wife and attendants do. Hence they 
cannot be put under the class of Prayoktris as has been 
V. rongly done by Bharat in his Natyashastra 

There are other male minor characters in the play, 
for instance, the ministers, the priests, the harem-keepers, 
the vassals, the warriors and the several other servants. 
They discharge their own functions severally and con- 
jointly, form a very good back-ground by increasing the 
aurora in which the pri icipal characters are introduced 
They are all the coadjutors of the hero' 

The heroine or the 'Nayika, the chief of the female 
characters, presents four tJTpes quite similar to the types 
of the hero. They are Dheera, Lalita, Udatta and 
Nibhrita or Salajja The essential qualities that are 
desired of a heroine are well expressed in the following 
line,— teff (b, N.) The* heroine 

of the Dheera type must be a celestial lady; the Lalita, a 
wife of a king , the Udatta, a house-wife and the Nibhita 
a hatera. The heroine is again classified into three 
classes- as Sweeya, Anya, and Sadharanstree, The Sweeya, 
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is e.ther tiie senior queen lika Vasavadscta or tne junior 
queen like Rafcnarali Toe Anva is a princess belonging 
re others, but vrho is an aspirant to toe honour of tne 
queen Be it noted to the honour and high moral tone 
of the Hindu drama that the Parakeera or she who is the 
wife of anothe- person is never made the object of drama- 
tis intrigue Sagarisa in the Ratnavali, hlalayavati in 
the Xagananda and ilalati are instemces of this type 

The Sainnranstri is a Ganika or hatera and is deSned 
as Tne intensity in the feelings of the 

hero.nes divides tisoi into thr-e classes as Hugdha — tne 
innocent, lladaya — the young and sportive and 
Pragalooa — the blind witn 1 ive, voluptuous. Tne^-e are 
hero aes "'ho have go: ihei' lovers deeply attached to 
tnem ( Sv-adhinpahka ), who adorn tneir household 
(Vasaksajja , who a-e eajer for tne arrival of tneir lovers, 
(Vi-aho'-hanthita), who feel grie'*ed to see tieir lovers 
a'tasnpd ti oths's (Knauditah who are separated on 
account of some pettr love-qjarre! (Kala“'antar-ta\ wuo 
are pnt on tie wron r t'nct (Vipralabdhal, nbose levers 
are cut on a long jeurney (rrtshirapr ya\ w’lo tnemselves 
mn te tne advances ot kve or preceed on a viAc to tneir 
lov_r3 (koriStrma Ti.a benu'y, tne lustre, t le sweetness, 
tie gentleness, the nobi'icy, tne courage, ti.e sautinieuta- 
lit" are virt les tnn: are born witn the heroines They 
alse d sp’ay tne natural, sport "e gaits and gestnres 

Ine coadjutors of the heroine in her aSairs of love 
are her fr ends and mniis, nurses and ne’ghoonrs, fe uale 
reclnses and artisans The Dootis or Sa'tnis of the 
hero nes are generally s nart waiting maids clever, qnick- 
wirtedj vi'h an eye o i tne main itsne They have got 
a ve-y been enjoymeut of joke, pracncal or otherwise. 
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They play their cards with marked success and secure the 
don nfali of the king’s friends. 

General principles-— The raw material for 
botn the plot and the characters is taken by the 
Sanskrit poets mostly fr m the epics, and is fashioned, 
moulded a id made adaptable to the stage. The 
epics on account of their expansive plan of structure can 
afford to tike notice of only the broad features. The minor 
details in situations and characters are totally neglected 
The dramatist takes notice of such subtle dttails, 
associates them with characters and mterj^ets thereby 
the general pnrciples of human Iif'^ The Sanskrit 
dramativts have thus been saved from the trouble of using 
the creative imagination to liring inte being new plots 
and characters and to make the audience sufficiently 
equipped to receive them The audience is always in full 
possession of the necessary inibinl information about the 
plot and the characters The efforts which are thus 
saved in one branch of imagination, viz the creative, are 
put forth in its other two branches, viz the associative 
and the interpretative The old plots and characters 
are rehabilitated to suit the exigencies of the stn'm and 
with their help quite an inter pi efcative commentary is 
offered on the analysis of the sentiments of the human 
heart 

The plot in Sanskrit drama rises, attains to a high 
pitch and falls-resolves It is thus a pyramidal structure 
and the various sandhis or acts repieseut the various im- 
portant stages in the use and fall of it. Tue minor inci- 
dents aiG arranged in strict sense of propriety as in the 
plays of Kdlidas and Shu Harsha The important ones 
are repeated and focussed for^agnifying the results as in 
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the Mntchhkatika and thus unity and oneness are pro- 
duced regarding the fruit of the action In spite of the 
solitary instances wherein the unity and proportion of 
the play are violated, for instance the plays of 
Bhavbhuti, still the Sanskrit drama in general satisfies 
the principles of art-construction, viz the proportion, the 
repetition, the focussing, the similarity and contrasty 
unity and oneness 

The skill in plot-texture appears to the utmost in the 
scene of ornament of Vasantsena in the Clay-cart, in the 
ring- episode in Shakuntala, in the Jrimbhakastra in 
Uttairamcharita, in the Bakulmala in the fvlalati-Madhao» 
in the nng-inoidents of Rakshasa The following are 
again the best scenes from the point of view of plot, cha- 
racter and sentiment the separation of daughter in Sha- 
kuntala and bidding her farewell, disowning of her by 
Dushyanta, the separation and union of friends Vasantiand 
Atreyi in U Ram , Charudatta being taken to the gallows, 
the feigned quarrel between Chanakya and Chandragupta, 
the brave altercation befcwwen Kama and Ashwnthaman, 
the heroic and desperate dialogue between Madhao and 
Aghorghanta 

T1 ough comedies, they contain in them the conflict of 
views interest, or sentiment that is most essential 
for the action of a drama There is conflict in the Uttar- 
ramchanta m the character of Rama between the two very 
important constituents of character — the sense of Duty 
and Conscience Sita to him “ was above suspicion ” but 
his duty as the king required him to abandon her There 
IS conflict between the innocence and simplicity of boy- 
hood typified by Rama and the ire of .Tamadagnya in the 
Mahavirchanta There is conflict in the MudruTakshnsa. 
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the soliloquies add not only a dynamic element to the plot 
but enable the readers to enter into the hidden recesses of 
the hearts of the characters. Bhasa and Vishakadatta are 
the masters of dialogue The dialogue is a means of charac- 
terization because it unfolds the character by means 
of tha utterances not only of the character but of 
others about him It is the dramatist’s only substitute for 
direct analysis It has immense value in the exhibition 
of passions, motives, and feelings It must have organic 
connection uiththe action which runs underneath it It 
should be natural, appropriate, dramatic, easy, fresh, vivid, 
and interesting All this can be said of the dialogues of 
Bhasa. 

Besides brevity and impersonality, there is anotner 
feature in the characterization of the Sanskrit drama and 
that is ‘concentration’ — emphasis upon those qualities of 
a character that really influence the action The chivalry 
and gallantry of Dushyanta, Pururavas .and Udavanc, the 
chastity and purity of Eam.a, t’m filial affection of Kanva, 
the love and respect for the self and the family of Sita and 
bhakuntsla, the friendly regard of Makarand and Madhav, 
the loyal and caution s politics of Cbanaky a and Eakshas, the 
steadfrstness and resignation of Charudatta, the sacrifice of 
Vasantsena, the maternal care and shrewdness of Kaman- 
daki and Sar.kliayanijthe proverbial ]ealousy of the queens 
and many others are gradually and unmistakably evolved 
and emphasised They aie focussed and are made to 
influence the course of action con]ointly 

There is one more condition of characterization that 
is found in Sanslcrit drama — the method of cross-light- 
ing The characters are unfolded by means of presenting 
parrallel and opposite cfiaracters The Sanskrit poets 
create parallel figures in tlidirplays which produce a good 




failing corses aod cenoter-coTsss in tas SMknrffila. the- 
arceur eageimess cf the lovers as opposed ro the jealoosv 
of the raeeos in roe U. and in the PrivadarshikS. the 
conSicring inrerest of the rivals in love in the fdi^sri- 
iladhao and the ifnchhakanka, the fnlSImerrc of oath in 
the ilndrarakshasa are instances vhere contrast as a 


design in plot vorks povrsrfnily. 

The principle of crntrast is as moch important in the 
develcpme-r of plo: as it is in tha* rf characra-s The 
rise and fall of actions a*e but the tTO ends cf the con- 
trast and t^e sharper the cont-ast batvreeo them, the 
tnrre vi^fd are they T e Paronastkans present nothing 
bnt crntras: cettreen r^o aspect' of the same thing end 
cause surprise in the s’tnar.on. vhreh is rere'vei in an 
iromc vay oy both toe characters and tae spectators. 
Tne dramaric irenv cf th’s kind con:e7-'s it-elf vTrh t"e 
happy and appropria e though unerpecred use of word or 
use of siiualions '^here acccrdingi" :t is termed as verbal 
irony and irony o: sruat r. Tne llucrarasshasa is 
rep'etr ■’'im ^ercnl meu'es '^nen the 'votd, ksyatu’ is 


uttered *^1 h re'erence to Cnarakya and 'grih'ta’ vrith 
re’e*ence to Rdrsnasa ill me emissaries of Chnnakya 
that emer into the clc^e and conndenrial service of 
Rah^hns ^ho to his ermrst snrp-fse nuns them ro be 
hes enemy s men, create so many ironies c: srruation 
The crenm-scene m Venisnmha-a is anoiher insrince of 
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The cep rang c: sent ments fs another impcr‘'ant 
fenmre in the ch-rncre'-carica^-u-e of tee SanshrT drama 
and It is achT-'ed at the sacr.nce cf bo'o t-e pier and the 
character Tne Sansari: d-ama:isi is frs* a pceg second- 
ly a senm'ment-yainter at?d last y a dramahst The 
ancie-'t rhe'oncians held thfir a dramatist should set 



before bim for his chief object the creation of sentiment 
and Rasa— (Rasodbhavana), which has led to some defects 
in the plot-construction. The main object of a dramatic 
work is the evolution of some Rasa by means of Vibhavas 
and anubhavas. “ The Rasa is a phenomenon whichi is 
both semiphysiological and semi-psychological. The 
human tentiments, their rise and fall, are biologically 
connected with similiar disturbance in the biological 
kingdom. The supra-human or the infra-human is as much 
subject to emotional disturbance as the purely human. 
It is this that gives rise to phenomenon which the western 
critics term as “Pathetic fallacy” or “Sympathetic illusion” 
which consists in transferring mental or emotional states 
of human beings to things in the animal kingdom All 
the stimuli or the Uddipan-Vibhavas are means of caus- 
ing fallacies, illusions, or miscreations They are, there- 
fore, pathetic fallacies and they abound in both Kalidas 
and Bhavbhuti “There are certain permanent or 
dominant moods of the human mind (Sthayibhavas) 
which generally ho dormant, but are aroused when 
appropriate stimuli are applied. The stimuli in a 
dramatic representation are words and gestures 
{ Abhinayas ). As the painter produces an illusion 
by means of brush and colour so the dramatist by 
words so rouses some of the dominant moods that for the 
moment the spectator or the reader forgets himself and has 
an aesthetic enjoyment of a particular kind The resultant 
aesthetic enjoyment or pleasure is called Rasa The domi- 
nant moods are eight in number rati-love, hasa-laughter, 
shoka-grief, krodha-auger, utsaha-ecergy, bhaya-fear,. 
jugupsa-concealment, vismaya-surprise When they are 
roused by vibhavas-stimuh, anubhavas, and vyabhichari 
bhavas, they attain to the coniiition of the several eight 
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•sentiments or rasas-shringar-the erotic, hasya-the comic, 
karuna-the pathetic, raudra-temfio, vir-the heroic, 
bhayanak-the dreadful, bibhatsa-the depraved, adbhuta- 
the wonderful There is one more sentiment-shanta or 
the calm which IB found lu poetry and not in a drama 
which contains gestures and movements that work against 
it There are other minor rasas, for instance, vatsalya 
or filiality, bhakti or devotion, karpanya or poverty? 
shraddba, or faith 

The love to a man or woman is roused by such causes 
as mooniise, the spring, flow ers, bov ers These means are 
called the Uddipan vibhavas and the man and the woman 
are called tne alambanavibhavas-the sub strata lor the 
emotions The evternal manifestations such as movements 
of eye, glances that convey the working of the emotions are 
called the anubhavas There are secondary moods (fleeting) 
such as mrveda-despondency, glam-fatigue cr onnni, they 
being called the Vyabhicharibliavas ^ 

The Shringar'’- or Erotic is full of refulgence and is 
the pioduct of the permanent mood-love It concerns itself 
with v hntever is pure, chaste, lefulgent and beautiful. It 
has reference to men and women. It is of two kinds 
Sambluga and Vipralarobba The Sambhoga is produced 
by garlands, oiutinents, ornaments, meetinv with persons 
of the heart and tbcir objects, res mb to pleasure-gardens, 
sports and other thm?s and is given expression to through 
sportive words ard glances The other, Vipralambha, is 
given expression to by despondency, fatigue, jealousy? 
suspicions, anxiety, dreams &c The pathetic or theKaruna 
IS expressed thiough teals, lamentations, drying of the 

1 Kauo s Salntj adarpnna 
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moufcb and is the result of curse, calamity, loss of beloved. 
The comic oiP the Hasya is produced by quamtness in 
dress, speech, taste, deformity in limbs and is expressed 
by contractiug and enlarging the eyes, the nose and the 
mouth It mud contain the three most important elements 
of the comic— the degradation, the incongruity and the 
automatism in manners, whici are satisfied by the charac- 
ters like the Vidushaka, or tie Shakar and the Shekhar 
in Nagananda The Roudra or the terrific has reference 
to demons and goblins, and is the result of anger, insult, 
excitement, malice lealosy, both harshne-s and highness 
of tongue. The heroic or the Vira his got reference to a- 
noble, heroic character and is expressed through deteimi- 
nata resolutioo, modesty, strength, valour, exploits etc. The 
fearful or the bhayanakai:^ expresBel by an uncommon cry, 
resort to desolate forest, the slaughter of one’s own kith. 
Toe bibhatsa consists m hearing and witnessing what is 
unwholesome, unde jirable, levoltmg to taste. The last- 
adbhuta or the wonderful consists in the surprise with 
which a man is t iken The surprise is the result of some 
illusion or magic, or of the intervention of some super- 
human influences 

In the actuality of life there are forces — call them 
abnormal, sub-normal or super-normal — that work indirect- 
ly upon the human mind The propensities, benevolent or 
malevolent, innate or otherwise are floating in nature and 
take refuge with a suitable soul The wierd sisters in 
Macbeth, the ghost of Hamlet, the Rakshasa and Rakshasi 
in Venisamhara, the river deities in U Ram are so many 
propensities of the characters given flesh and body to Their 
appearance and occurence baffles solution and, therefore, 
the solution of such inexplicable things is based upon the 
traditional belie '’s in angels, ghosts, spirit.-, omens, astro- 
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logy-dreams— that possess enormous influence upon the 
easily credible minds t 

The solution of the inexplicable enigmas takes the 
people by surprise and gives rise to the sentiment of 
surprise ( Adbhuta ) The potency of the curse of Durvasa 
in Shak., the intuitive knowledge of Kanva, the flight of 
Shakuntala in the air, the sudden disappearance of 
Sita, the use of tiraskarim with which Sita and 
TJrvashi witness the bereaved condition of their lovers- 
the prophecy about Aryaka and Pal aka in the Olaycart, 
about Sagarika in the Ratnavali and the Priyadarshika, 
the philosophy of flesh and blood of Rakshosa and Eakshasi 
and the exploits of the child-heroes — Lava and Bharat are 
all instances of Adbhuta rasa 

REPRESEOTATION —The performance of a Sanskrit 
play began vith a dance both violent and tender, followed 
by a song vhich was recited both in standing and sitting 
postures. Before the actual recitation of the Nandi there 
Avas a number of preliminaries' that were gone through. 
The drums V ere beaten, the singers and the musicians 
entered, tried thein voices , the instruments were adjusted 
so as to produce a sveet triple symphony The Sutra- 
dhara raised the banner with a song scattering flowers 
Then w'as repeated in a medium voice, the Nandi- consist 
ing of one or more verses of two or four lines, calling 

'3(dl4d, i^FTcI, 
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for blessings and offering salutation by the Brahmin Siitra- 
dhara The characters then moveJ and danced on the 
stage There was a fnnnj’' talk bctrtoen the Sutrndharn 
and the Vidushaka. ThcNatv appeared and announced 
the contents of the drama 'J ho Sthnpak-a non-brahmin 
manager come and opened the introduchon. Then the 
introduction c'^mmenced It had thirLion difforcal uays 
of introducing the matter and the characlors, the duet of 
which arc aKathoddhat. — “the words of the Director may 
be, caught up by a character entering from behind a curtain 
Yaugandharavan catclie-, up the consolation offered to 
the actress which isapplicnb'e to his own sdicnie Bheomn 
denounces the benediction of his nd%crsnrios in the Veiii- 
sainhara “ Pravrattaki may ent?T who has ]ust been 
mentioned by the director in a comparison wuth the 
season of the year ( Pnj adarshiki ) “Prayogalishaya, 
where the Sutraohara acliially mentions the entry of 
character of the drama as in Shaknnlala, ‘ Uddhdtya — 
abrupt dialogue as a means of connection as m Mudra- 
rakvhasa 

After the introduction, camo the body o* the play 
which w'as Cut into Builable divisions or Ankas in which 
food was given to the nourishment of several sentiments 
with due sense of propriety and w'lth due vigilance as re- 
gards the chiet aim to bo achieved Last of all was 
uttered the Bharat-Vakya or the epilogue in which pious 
wish, w as expressed for prosperous times b(/th to the audi- 
ence and the characters or to the sovereign patron, Cur~ 
tain was dropped at the end of every act and all characters 
made an exeunt. 
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The dress and the colour varied according to the 
status and the clan to which the particw’ar character 
belonged The ascetics were clothed in barks of trees 
proper to taeir way of life- The keepers of the harem put on 
a red jacket The gandharvas, the yakshas and other 
seini-divine beiags and kings in geaeial had to put on gay 
garments , the parents put on colourless garments The 
pastoral and other low class people used dark blue clothes 
The mad characters were shown in dirty clothes. 

The kings were shown in bright sable complexion^ 
The fore-,tjra like the Kiratas, the Dravidians.the Barbaras 
the A.dhras, t le Pulindas and the Deooanis were painted 
in pitch-dark The Yavnnas, the Sythians, the Palhavas, 
the Balhikas, the Brahmins and Kshatnyas were shown 
redish-yellow. The Panchalas, the Shursjnas, people 
from Magadha, Vanga, Anga and Kahnga were dyed in 
black cjhjur 

The ornaments that were put on by the characters 
were made of thin copper plates^ of abhrak, of reeds and 
they were coloured , so also the instruments and the 
armours were made of bamboo reeds even or of eaith and 
then they were coloured and wrapped up in cloth The 
flimsy substance was specially solectad, for it mattered 
very little it they were cnisheJ to pieces in a scene of 
altercation or fight 

The languages differed again according to the status 
of the characl ws The gods, the angels, the Brahmins, the 
heroes of the four types spoke in Sanskrit Other charac- 
ters ]e:s in dignity made use of anyone of the several 
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Prakrits BUit(^ to the casta and country from winch they 
ha il P.d The koines used two languages The Sbaurseni 
with them was the normal vehicle of prose and the Maha- 
rashtri of poetry. There were other seven languages/ 
Magadhi spoken by the keepers of the kings' harem; 
Ardhamagadhi by the Ghels and the merchants, the Prachya 
or the Eastern dialect by the Vidushaka ; the Avanti by 
deceits; Sbaurseni by the heroines and their maids, the 
Balhika and the Deccani dialects by the people coming 
from those particular countries. The Mnchbakatika 
shows quite a variety of prakrits with some minor subtle 
distinctions 

In spite of the strong in 3 unctions that the usage of 
the plavB as regards the language should be nothing 
but copying the actual practice in real life still the 
languages— Sanskrit and the Prakrits had fallen into dis- 
uetude and had become quite artificial by the ^time of the 
Sanskrit classical drama. At the time of Bhasa the 
languages — Sanskrit and the Prakrits were the lip- 
languages and not the book-languages of the people^ 
The Sanskrit ceased to be a spoken language perhaps 
after 200 B, C contemporaneously with the time of 
Patan 3 ali Then the Pah and the Prakrits took its place 
and continued to hold it for the next 400 years — upto 
the time of Hala Satvahana or Vatsyayana. Then the 
domain was given to the Apabhramsas to traverse upto 
500 A D. — upto the advent of the modern vernaculars. 

On the languages depended the Vrittis or the styles. 
What the sentiments are on the psychological side, the 
Vrittis are on the intellectual side of words As the 
actions produce the sentiments so the i words produce the 
Vrittis. The I Vrittis tell about the languages, the conn-* 

5 » 
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tries, the dress, the customs, and manners ?Th0y have got 
the power of both the expression and the suggestion They 
are four in number viz, Kaishiki I graceful ), Satvifci 
(grand), Axabhati (violent) and,Bharati (verbal). Of these 
the first pertains to the sentiments of comic, pathos and 
the erotic, makes use of song, dance, lovely raiments and 
expresses itself on the substrata of both males and females 
It has got four ways of expression ■ — Narman-wits of love, 
Harmaspun^a — loveatthe first sighted meeting' of the king 
and Malvika, Narmasphota — suggestion of rasa, Narma- 
garbha — hiding of secret signs c f. Vatsa, comes in the 
garb of Manorama The Satviti has got reference to the 
heroic, wonderful and sometimes pathos and erotic Its 
subjects are virtue, courage, self-sacrifice, compassion, 
righteousness, and is expressed in four ways challange or 
Utthapaka,e <7 Vail defies Ram in M V Sanghatya — breach 
of alliance e.q in M R Panvartak — change of action, e q 
Parashuram offers to embrace Ram in M V and Samlapa- 
dialogue of warriors The third Arabhati refers to fury, 
horror and the means of expression are magic, conjuration, 
underhand devices and the elements are sankshipti — as in 
Elephant of mats in Rat , Vastusthapana — creation of an 
object by magic means, Sampbeta — angry meeting as 
between Madhao and Aghorghanta , Avapata — scene of 
attack— the escape of monkey in Rat. The last Bharati 
refers to words and has for its means the human voice 
It expresses all sentiments The introduction of M. R 
and Veni are instances of this Vritti. 

Each one of the four Vrittis is associated with one 
of the four Vedas and has undoubtedly got something to 
do with the countries and the people who dwell in it The 
ritis (^^e^sil^jB^according to Bhoja. They are Avanti, 
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'Jlagadhi, VnidJrbbi.^Lati.'Gaudi^ Panclialr ^ Of these the 
important are 3rd, 5th and 6th. The Vaidatbhi shows 
“ majesty elevation, clearness precision, beauty elegance 
metaphor homogeneity, softness and natural flow. The 
Gaudi has fondness for long compounds and relies on 
force and beauty. The Panchali has sweetness and 
softness 

The Ynttis or the pravritlis and the ritis include in 
them all the intellectual and the emotional qualities of the 
style. Of the intellectual qualities clearness is produced 
by refraining from the use of ambiguity, simplicity by 
refraining from the use of old obsolete words and long 
compounds and a load of attributes which render the style 
cumbrous ( c./ Bana and Bbatt Narayan), impressiveness 
is produced by the employment of contrast and similes 
which are replete in Sanskrit literature, by the isolation 
of sentences (as in Bfina) and lastly the picturesqueness 
is produced by the description of the still life as in the 
forest Dandaka. or Jabali’s hermitage or by the description 
of action involving movements as in the fight of Lava 
and Chandraketu, Rama and Jamdagnya The chief 
attraction of it lies in the creation of imagec. It is 
opposed to artificiality (as in Bhatt Narayana). 

Of the emotional qualities, the strength causes the 
expansion of heart and rises in vehemence in the senti- 

1 , — ' 51^1 
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ments of horror and fury. It is expressed ^by compound 
letters, conjunct cojsonants formed of cerebrals other than 
na, by long compounds of words formed of palatal and 
cerebral sib)lanr3 Sweetness is the source of pleasure 
and appropriate to the sentiment of lo-^e, pathos, and calm 
It is produced by the use of mutes, nasals, ra and short 
syllables Both strength and sweetness are the outcome 
of ideality that depends upon the powerfullness of emo- 
tions and the adequateness of the manner of erpression. 
The violation of the self-respect and the honour of the 
wife, the insult and the slaughter of tlie father of Ashwat- 
tnaman, the slaughter of the brothers of Duryodhana give 
rise to powerful emotions that produce the ideality. 
The “ Ludicrous quality appears in the description of 
Jarddravida dharmika in the AI. M ,in the Charvaka scene 
in the Veal, and by the Vidushaka in almost every drama. 
The basic principle of this quality is the degradation of 
the comic character from toe normal standard of humanity, 
and the automatisms and cne incongruity of its actions. 
Sympatay is seen in the case of some dramatists like 
Bhavabhuii and Bhatt Narayan who enter into the chara- 
cters themselves and consequently get reflected. The 
last and imponant quality of style in Sanskrit poet is 
"Harmony” The sound is never at variance witn the 
sense that is expressed. Even the different metres have 
been made the handmaids of the sense and the sentiments 
to be given expression to Contempt is expressed by 
Drutavilarobita Eulogy, sublimity, sorrow for past glory 
are expressed in Anushtubh. Shikharini is appropriate 
for grief, heroism and roughness in description Eealistic 
descriptions are given in the Mandakranta. Cruelty, 
mercilessness, valour, established maxims are the 
proper subjects for tfie Shardulvikridita. Hoplessness, 
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■disappointment, indifference are expressed by both Arya 
and Praharshini. Defiance is expressed by Vasantatilaka. 
Though these are the results of direct analysis of the 
various metres employed in the plays still no strict and 
fast rule can be laid regarding the employment of metres 
The Natyashastra says — the erotic sentiment demands 
metaphors and prefers the Arya The heroic prefers the 
use of short syllables, similes, metaphors The sentiment 
of fury adopts the same metres with short syllables 
similes, metaphors. The pathos prefer long syllables. 
Of the seven tunes in the symphony of music the ma 
and pa should be used for comic and erotic, the sa and ri 
for the heroic and the wonderful, the ga and m for the 
pathos, and the dha for terror and horror The various 
termsthat occur in the fourth act of the Vikramorvashiyam 
•when the king in a fit of insanity, raves show the high 
level that was maintained in music. The king there 
sings in as many as eight different tunes viz Cbarchari 
Khandaka, Khuraka, Kulilika, Mallaghati, Khandika, 
Chaturasraka, Dwipadika etc. 

Theatre. — The Sanskrit dramas were performed in 
a temple of god on the occasion of a festival of that god 
{e.g Kalpriyanatb of Unam) or in the palace of kings 
on the occasion of a special rejoicing or solemnity like 
that of royal marriage ( e g Shri Havsha) or on the open 
space like the bank of a river {e. g in the case of Bhav- 
bhutTs plays). As early as the Mauryan king Bimbisara 
12ie Sanskrit plays were represented before the kings. A 
Boudhanataka was performed before tfiekingof Shobhavati. 
The Kuttinimata of Damodar, a book writian in the reign 
of Jayapida of KAshmere (800 A. D.), gives an account of 
the performance of the Batnavali of Harsha. The moun~ 
tain caves were used for the recitgtion of the epics as 
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Bhown by Ramgarba hill in ChhotaN^gpur In the 
palaces of kings there was a Chamber or hall known as 
Sangitashala — Music Saloon in which dancing and sing- 
ing were practised and sometimes exhibited ( for instance 
Malvika, Vasavdatfca, Aranyaka). When such chambers 
were not available, the performances were given in a 
building called the prekshagriha, set apart for public 
entertainments Bharat in his Natyashastra refers to three 
kinds of theatres The first -was the spacious one 
called the Vikrishtha or jyestha having the length of 
108 hands (hand = 18 inches), the form of a moun- 
tain cave It had two floors and vas divided 
into Nepathyagnha Rangashirsha and the place 
for the audience It was not recommended so much as 
the acoustic effect was diminished by its expanse The 
second was called the chatursra of medium size, 64 hands 
long and was intended for kings It v as divided into 
three parts — Nepathyagnha, Rangashirsha, Rangapitha. 
It V as not exactly a square but a ten-cornered building 
and the rangapitha a four-cornered one The level was 
raised and supported by four pillars. The third called the 
Tryasra or a triangular one was intended for the 
common people It had two doors, one at the apex 
and the other in the middle of the base of the triangle, 
the base forming the stage. The Nepathyagriha was the 
most backward room in a hindu theatre, where the deco- 
rations vere kept and where the actors attired them- 
selves and remained in readiness before entering the 
stage, whither also they vithdrew on leaving it The 
rest of the house was divided into two, one for the audi- 
ence and the other stage The auditorium was marked 
off by pillars, in front a white pillar for the Brahmins, 
red one for Kshatriyas, in north-west, a yellow pillar for 
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Vaishyas, a»d in the north-east a blue-black pillar 
for the Sbudras. The pillars wore richly decorated 
■with garlands. The seats ^^o^e of wood or of bricks 
arranged in rows The ranga or the stage was 
in front of the spectators adorned with pictures. 
Behind the stage there ''as the curtain called or 
and behind the curtain there 'vas the tiring room. 
When a character made appearance in hurrv, or alarm, 
he entered with a toss of the curtain (3Tgf5^^) The 
actors 'vero thus hidden from tho audience by a screen, 
through 'vhich they entered or made on e^it Though there 
wasnothim-coroplesin thosceno arrangements still there 
was a number of stagc-dircctions for the characters 'vhich 
they could not givo effect to and consequently left to the 
imagination of tho audience Jananiikam, s'vagatam, 
atmagatam ( wnTrfJJ.) were so many 
different forms of soliloquies and as such did enable the 
hearers to enter into tho inmost recesses of their hearts 
and to know its subtle 'vorking; but in addition to that 
they v/ere stage-diroctions that secured economy in the 
stage arrangement. The same can bo said of Akaslm- 
bhashita — utterances behind tho curtain signifying horror, 
confusion, or voices of godc. The scene-arrangement 
was very simple and limited, there being perhaps only two 
curtains, one between tho stage and the audience and the 
other between the stage and tho tiring room The stage 
was divided into throe parls, the front stage was used to 
represent any open space, street, square or field The b.ack 
stage represented a room in a palace or council chamber or 
any interior, and the third the upper stage was used for any 
elevated spots, walls of palaces or towns This was also 
used as the stage for the drama within a drama, the instances 
of which are in the Eatnavah, Maivika and Uttarramcharita. 
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The other accessories of the stage were^'also limited 
and much had to be supplied by either the imagination of 
the audience or by the description of the Sutradhar or by 
g’esticuJations of the actors ‘‘ Thus though the car of 
Dushyanta might have been represented on the stage the 
horses would be left to the imagination and the speed of 
the chariot indicated by the gesticulations of the 
charioteer.' ” A car might have been brought on the 
stage in the Mnchhakatika The dramas of Bhasa and 
the TJttarramchanta required the presentation of the ariel 
chariots of gods Seats, thrones, weapons were made of 
bamboos or of mechanical mass or of cloth. 

Discrimination was shown in giving the different 
roles of character to be presented in the play Males 
were as a matter of course represented by males 
Females also were represented by females in general, in- 
stances of vhich are in Chitralekha, Urvashi, Aranyaka, 
and Malvika Instances are found showing that it was not 
altogethar uncommon for men or lads to personate female 
characters like the Boudha priestess, Kamandaki in the 
Malati-Madhao or Sankrityayam in Priyadarshika The 
roles of gods and goddesses were played by persons who 
were neither tall nor short, neither fat nor lean,, but 
lustrous and beautiful. Those of demons and goblins 
were played by the stunted and the pigmy, having a roar- 
ing voice, and a furious look The king’s roles w ere played 
by persons with good limbs and character, with shrewd- 
ness and learning The servants and the Vidushakas 
were represented by persons of the ugly appearance, 
stunted stature, deformed limbs. 
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CHAPTER III 

The Pre^KaUdisan Drama 

(1) BH VSA 

As far ns our kno^^ ledpo of the Sr.nslcrib dramatists 
goes, we can say that to Bhfisa belongs the palm of being 
the pioneer Sau'^knt dramatist. It wa^, he who broke tho 
ground first The drama and tho diamatist were not held 
in high esteem hy tho general public Thu keenness of 
this feeling was made blunt hy Bhasa "What Marlowe 
did for Shakespeare in paving the way for him, Bhasa 
did for tho later Sanskrit dramatist*^. Ills plai s, there- 
fore, deserve to be looked to with grcit clomency and they 
command the respect of all lovers of Sanskrit dramaturgy, 
not because they are the finishtd products of a tried hand 
but because they ate the first bpecinions of a fully developed 
child m drama who had to v rite because ho was inspired 
from within to write, overcoming not only his own dis* 
inchnations but also the rcliMons and the social bias of 
"those who surrounded him. These ploys show what tho 
play was like which OUT old fotheis read and staged not 
influenced in the Ir-a^t by the Hellemc influence a stamp 
of which has been d^^tected by some on tho Ikalidasan and 
the post-Eaiidasan dramas 

The later poets found the bony structure in the 
dramas of Bhasa and they by means of their genius 
clothed the bony skeleton with the romance of words and 
ideas. The plays of Bhasa are like the morality or miracle 
plays of the English theatre. Some prominent or note- 
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'n'orthy episode is taken from the epics or tire puranas or 
the legend, arranged, sifted and a kind of dramatic 
interest is created in it by means or apportioning suitable 
dialogues to the characters. The original episode -vrliich 
it forms part of, is as it were a grain in the great ocean 
of the epics and therefore receives a very scanty attention 
of the author though he possessed a master-mind The 
later man with genius comes up, notices the charm in 
the gaps of the broader aspects neglected by the epic 
poets and he makes the detached incidents very interest- 
ing by filling the gaps with new material of his own in- 
vention. The action vhich in the hands of the epic 
writer goes by leaps and bounds, runs very slowly in the 
hands of the later writer, who concerns himself with only 
one solitary rheme or episode The same thing can be 
said of characters. The epic writer creates a number of 
men and women and therefore misses even the most pro- 
minent features af the chraccers Such un]ust treatment 
of characters in big books offends the moral sense of read- 
ers* A later writer can justify his production or imita- 
tion by saying that it was necessary to remove the in- 
justice in the moral world and thus to rehabilate the 
characters. It is this function that is expected of the later 
dramatists and Bhasa has discharged it in the case of his 
epic-puranic. the legendary or folk-lore plays Bhasa 
IS the first known dramatist to put an episode of romance 
from the epic or the folk-lore in dramatic structure. It 
cannot be said with anv scientific accuracy whether the 
dramatic mould of tae Bhasa s plays could be attributed 
to some written work on dramaturgy or u hether it was 
his own The only known work of established repute is 
the work of Bharatmuni but the question of its date is 
yet a debatable point The dramas - of Bhasa show clear 
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indications dofir-nce rather than of obodionce to tho 
rules of Bharat Howsoevor groat antiquity Bharat may 
clainij ho may even ‘^av that ho was tho stage-manager in 
the theatre of Indrn, still wo can sav that at the time of 
Bhaca tho dramaturgv nas not cast into a dofinito and 
accurate science The common technique of the Bhasa's 
dramas is certainly very crude and is at variance wuth 
Bharata’s rules The scone-, of death, battles, slaughtor, 
plays and games that are prohibited by tho canons are shown 
by Bhasa ( c / combat of Arishta and Krishna, tho slay- 
ing of Kamra, Dashrath's death, tho death of Cliamira, 
Mushtika lying on tho stage, Vali and Dnryodlian ponsh 
on the stage ) There is a game of ball sbovn in the 
Swapna. The common tccbniquc of plot-constriicLion of 
Bhtisa referred to by Bina' fully applies to tho'-o thirteen 
dramas ( Natakebakra ) Thev begin with Sulradhara 
giving the salutation and not with Nandi Thov give a 
number of charreters or Bhuniis (the Swapna, 16; the 
Pratidnya, 16, Avimark 20, Balcharita 60). They 
have in them the Patikas or secondary episodes viz- 
Padmavati in Swapna, of Eharata in Pratima; of Sugriva 
in Abhishekha; of Sankarshana in Bal-Cliarila There is 
in the plays, no Prastivana but Sthapana There is no re- 
ference to the poet’s name in any ono ot thorn There is 
free use of magic in Dutavakya, Avimarak and M 
Vyayoga The Bilchanta and Panchratra make use of 
dance as an ornament of the drama. The whole dramatic 
design is under an overwhelming influence of epic tradi- 
tion and epic recitation The bharatviikya or the epilogue 
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is not regular but varied. Os the usual 

burden of it But it expresses the ups and downs in his 
life Somebmes he desires for the disappearance of the 
misfortunes, at others, he desires for an universal rule of 
his. These facts about the common technique, as well as 
the Prakrits and other coincidences of metre, style, words, 
phrases, ideas and idioms point to the fact that the dramas 
are distinctly the outcome of one and the same pen- 
manship. 

The dicision regarding the authorship of one of the 
thirteen plays will automatically decide the authorship of 
all The Swapna drama which was a great favourite with 
-the old rhetoricians is identical with the Swapnavasav- 
datta in the T V senes which were unearthed by the inde- 
fatiguable scholar of Trevendrum, the late Ganapab Shasbi 
One of the four mss says in the colopbone Swapna- 
natakamavasitam ” while the other three say “ Swapna- 
Vasavdatta samapta ” The illustration referring to the 
marriage between Padmavati and Udayana-Vatsa given by 
Sarvananda (of 1200 A D ) in his commentary of the 
Amar tj instance the Arthashringar is found in the 
Swapna of the T ^ Senes ^ Sport is prohibited by the 
canons of dramatics to be shown on the stage but the 
rhetorician Abhinnvagupta (1200 A D ) refers to an in- 
stance of a game being staged which is met with in the 
Swapna (act II) when Padmavati and Vasavdatta play 
with a ball ® Kshlrswami the commentator of Amar 
illustrates the terms Devi and Bhattini by Vasavdatta 
and Faimavati re.pecbvely which cannot be taken to 

2 X Ch. L 
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refer to the fharacters in the Bnhatkatha because the 
terms are strictly dramatic terms, nor can they refer to the 
characters lathe sister plays of Harsha because there is. 
no Padraavati as second heroine. They must therefore 
refer to the characters in the play of Bhasa A.nother 
rhetorician, Sharadatanaya while making: an exposition 
on the five Sandais illustrates them with situations in the 
Swapna and quotes as an illustration of the Beeja Sandhi, 
a verse v/hich is actually found in the Sv/apna of T. V. 
Series Bhojadeva in his Shrngarprakash describes the 
dream of Udayana which is exactly found to be the dream- 
scene in the Swapna-Ndtik of T V. Series.^ Vamana’s- 
instance of Vyajokti is the same verse in the fourth act of 
Swapna, and the line yo bhartripinda'?ya krite na 
yudhyet^ is also taken from the same drama and not from, 
the Arfchashastra because the rhetoricians are sure to draw 
upon the books of poetics and dramatics rather than of 
politics The Swapna — Vasavdatta is ascribed to Bhasa 
again by Ra]shekhara in his anthology and by the two 
disciples of Hemaohandra in their Mirror of Dramatics 
(Levi — ^two plays) 

In all the thirteen plays the writer has maintained 
cruel refcicense about himself disregarding even the usual 
formality of mentioning his name that is followed by one 
and all dramatists in Sanskrit The only course left for 

1 ^ afrRn^r: 
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ns is to glean the information given in his ovfn book and 
in the books of others and to decide his time and 
surroundings His plays show that he is a divotee of 
both Shiva and Vishnu, that he ravers Brahmins and 
condemns Budhism and Jainism with the words Nagnah 
andhsnaramanakah The references to Magadha Eaja- 
griha, Venuvana, Nagvana show his familiarity with the 
province of Magadha and not of U^jain as is maintained 
by some The patron Rajsimha w ho is so often mention- 
ed in the epilogues is not the Western Xshatrap king 
Rudrasinoa, nor the King Rajasimha of the south who 
ruled in 700 A D , but some king of Northern India whose 
kingdom was bounded by the Himavat on the north and 
Vindhya on the south and by the tvo seas on the East 
and' West, 

Dramatics and rhetoricians from the twelfth century 
backwards up to the first-, refer to the great name of 
Bhasa as a dramatist of established repute and draw upon 
his plays Sarvananda, Sharadatanaya (both of liOO AD) 
Bhojdeva (11th), Abhinavgupta (10th), Vamana(8th) have 
been already referred to. The famous dictum vhich com- 
pares the ploc-architecture of Bhasa with that of a sacred 
temple comes from Bans (700 AD) Vakpati of 800 A D 
refers to Bhasa as a friend of fire Eajashekhar the author 
of the anthology cannot be the same man vho wrote 
the three dramas Dandi (600 A. D,) quotes from 
Balcharita and Charudatta. The reference to Bhasa in the 
introduction of Malvika of Kalidas takes us back to 600 
A, D The influence of Bhasa on Shudraka is too obvious 
to be set aside The Mnchhakatika of Shudraka is an en- 
larged edition of Charudatta of Bhasa, and Shudraka 
lived by the beginning of tlie Christian era. Another evi- 
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deuce has bee§ quoted by Gauapati Shastri from Bliamaba*^ 
'wbo is wrongly taken by him to be prior to Satvabau 
-and thus belonging to 100 B C. But Bhamaba belongs to 
800 A* D. because he presupposes the Kashika and the 
Nyasakar both belonging to 700 A D, ^ 

The lower limit of the date is fixed by Kalidas. The 
Tipper date is also definitely fixed by the Nirvana of Lord 
Budba (543 B C ) The deprecatory remark about the 
Budhistic monks (Nagnandhashramanakah in A V. ), 
the use of the word Shramana and not of Pravrjit, the 
references to Ila]griha> Venuvan and Nagvan that rose 
into prominence with Budhism take Bhasa long after 
Budha. The society of his times though under 
Brahmamc influence dreaded always the onset of the two 
heretic faiths, the Budhism and the Jainism. The Meta- 
-thetic confusion of king Brahmadatta and his capital 
Kampilya made by Vidushaka in S. V is clearly due to 
his knowledge of the Jataka stories The poet must have 
lived, therefore, long after Budhism had deeply planted 
its foot and was gradually making an onward march. 
Another support is lent to this by the reference to the king 
Darshaka^ of the Shaishunag dynasty ( 500 B. C ) whose 
name must have taken a long time after his death to be 
incorporated in a dramatic play 

The archaic or the un-Paninian'* forms of grammar 
cannot take Bhasa prior to Pamni Though Pamni lived 

1 m iqicir l 
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and wrote his prammar in the 700 B C it is not 

that the grammar at once attained fame as soon as it ■was 
written It took a long time to settle and to become an 
authoritative book which it did not certainly do before 
Patanjali, ^ho as tradition says, took to writing his Maha- 
bhasbya because the old books had become obsolete 

The verse^ which is common to both the Arthashastra 
and the Pratidnya might possibly have been borrow ed by 
both from some common source because a book of drama 
will never be laid under by such a puritan writer as 
Chanakya and that too in a work on politics and not on 
rhetorics Besides the Arthashastra is not credited with 
such a great antiquity by some scholars on the score of 
its divergence from the account of the Indika of Megas- 
thnes and the writer’s geographical vision being confined 
to Southern India We for ourselves think that the 
Hatycshastra of Bharat, the Arthashastra of Chanakya 
and Kamshastra of Vatsyayam appear characteristically 
to be similar and must therefore have been the outcome of 
the same times and tendency. They all are secondary 
compositions, half-metrical, half-prose based upon ancient 
treatises of sutra-type. The occurrence of the word 
Surunva which is derivable from the Greek Syrinx sets 
the Natyashastra dowm as a post-Gracian composition. 

The passage in the mouth of Eavana in the Pratima 
is very significant It is not simply a bragging utterance. 
It refers to “ idanaviyam Dharmashastram ” the date of 
which IS pretty certainly fixed from 200 B. C to 200 A. D. 

Sf. IV and 
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( Dr. Biihler Bhasa, therefore, comes after the compila- 
tion of M5nava-dharma sha^tra ( 200 B. 0 ). The theorj 
about Kama being the incarnation of Vishnu which is re- 
ferred to in the Nandi of A. V. but which did not come in 
vogue up to the time of Patanjali and certainly not at the 
time of Panini who refers to Vasudeo and Arjuna but not 
to Rama, was not accepted at the time of the Ramayana ; 
and the Ramayana is dated at somewhere prior to the 
Mahabharata that refers to Rama’s story, Bhasa natural- 
ly, therefore, comes after the composition of Ramayana. 
The plots of A V„ S V. and Pratidnya are found in the 
two later Sanskrit adaptations of the original Bnhatkatha 
in Paishaohi belonging to Gunadhya of lOO A. D. But 
nothing is gained from this argument because it is not 
certain that Bhasa modelled his plays on Brihatkathg It 
is possible that he may have taken the plots from the folk- 
lore then existing Bhasa, therefore, must have lived before 
Kalidasa and after the composition of Manavadharmashas- 
tra, and Ramayana, after the Rama-incarnation theory 
came into vogue. The date falls between 200 B. C. and 
600 A D. and as Kalidasa refers^ to him as an old ancient 
writer Bbasa must have lived long prior to him; before 
Ashwaghosha whose Prakrits are assuredly and unques- 
tionably so akin in character The profuse use of short 
metres and the scanty use of the long ones and his pre- 
Bharat dramatic technique are other arguments in favour 
of the priority of Bhasa to Ashwaghosa Bhasa’s. Charu- 


6 


82 


f. 

datta has been drawn on profusely by Shudraka belonging 
io 100 B G Bbasa lived definitely in 200 B C 

The above discussion is enough to dislodge from their 
position those scholars who notice in the present plays 
signs of the times as late as 700 A. D ^ and support it on 
the strength of Mattavilas-prahasan of Mahendravarman> 
a Pallava King They have got two arguments, one about 
the patron-Ba]asimha referred to in the Bharat-vakyas 
and the other about the Prakrits The first has already 
been dealt with The purity of the ancient Mss de- 
pends much upon the copyists The Prakrits of Bhasa 
do show some clear signs of antiquity even after making 
due allowance for the neglegence and the caprice of the 
copyists The archaisms pointed out and the conclusions 
arrived at by Dr Sukntankar who put them to scientific 
test are noteworthy 

Some scholars- put Bhasa as early as 500 B C on the 
strength of the pre-Paninian archaisms and the verse 
that IS found both in Pratidnya and the Artbashastra the 
author of which is put by them to be posterior to Bhasa 
Both these points are dealt with already 

The tradition contained in the line" cannot be given 
any credence as it will necessitate the identity betw een 
Bhasa and Dhavaka and consequent contemporaneity 
with Harsha on the strength of the line-f hut about whose 
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patronage to%Bh5sn both Sana and HuonTsang are 
silent This identity botn’een Harsha and Bhasa is again 
supported by the similarity both verbal and conceptional 
along with the verses that have been alleged to be from 
the Kavivimarsha of Bajshekhara. ‘But the attempt is 
described ns subversive of the accepted chronology of the 
Indian writers ’ 

Some again doubt the authenticity of the plays on the 
ground of the crudity and puerility of them which they 
say IS impossible to bo harmonized with the encomiums 
showered upon the poet by Kalidasa and others. But that 
very puerility of the plays indicates the stage prior to those 
of Kalidasa and Harsha The pity is that Kalidasa and 
other poets could not have pre-guaged their greatness 
before they were actually great 

Bhasa V rote thirteen plays that formed his Nat ak- 
Chakra, the composition of which shows three clear periods 
in his poetic career During the first, the one-act plays 

likeMadhyam-Vyayog,Dootvakya,Dutghatotkacha,Karna- 

bhara, were composed The second shows a little advance 
in plot-construction in Panchratra, Pratidnya and Charu- 
datta The third is a period of finished products as typified 
by Ch Pratima, S V , A V The plays fall into two divi- 
sions, (1) The epic-puranic (2) The folklore or the saga 

3 not used in any other mss, found once in 
Bhasa, noticed by Varuchi. 

4 STfiT archaic found inthe Turfan mss “yes” 

5 occurs also in Turfan mss and therefore 
archaic 
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plays , the best in him being disclosed la first as re 
gards both the concepbioa of a theme and the execution of 
it, while in the latter the conception being too dominant 
and powerful for the execution With more research the 
remaining acts of Charudatta and some more plays that 
are referred to will be discovered 

The debt, both conceptional and verbal, that the later 
writers owe to Bhasa is immense Shudraka has planned 
his whole drama on Bhasa’s Charudatta The sameness 
of story, character, language are too clear signs to deny 
copying The only departure consists in removing the 
defects of crudity The wearing of bark-garments of Sita 
in Pratima and of Shakuntala in Shak , the recognition of 
Vatsa and Sak, the watering of plants, are some of the 
numberless similarities between Kalidasa and Bhasa Bhav- 
bhuti has taken the picture scroll in S. V and the capture 
of Kurungi in A.. V and set them in his U R and 'M M 
The variety and the bluntness of characters that we 
me.t w'lth in Panchratra is showm by Bhatta Narayan 
The w'hole plot-texture and the romance of the scene are 
copied by Harsha in his two sister plays The scene of 
Chandandas and his son is modelled upon a similar scene 
in Urubhanga 

THE Pratidnya-yougandharayana This play 
extends over four acts The whole drama is a short re- 
presentation But even in this short compass, the action 
makes a very rapid pi ogress The story was held in high 
esteem on account of its romance The attractive features 
of the original story are clothed in still more attractive 
garb and when there was some link missing it has been 
supplied by the poet The action in the first act takes 
long strides and the sanie pace is kept up even in the 
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miccoedin? net?. CliarQCton 7 ntion is not attempted ; 
poetic mti^e is net invoked Those Ibings are there but 
bnve been treated as quite subcorvicnt to the mam thing 
nc. the plot or the action Tlic originality of the poet 
docs not lie 111 the invention of the plot because it was 
already there nor in the idoaliration of the action but lies 
in adding motion to the plot, in making it look like ordi* 
nary incident of daily occurence and rendering it adapt- 
able to the stage- How has be achieved tins ? Cbiofly by 
means of dialogues The characters talk rapidb’’ without 
using a ‘-ingle superfluous vord Evorv word, every move^ 
every gesture, makes towards the final achicvoment. 

Ju<^at the oiit-ot, there seems to bo an error about the 
identitr betw eon Pradyota and Mabasona Bhnsa identifies 
the t" 0 — Mahasena of Upain and Prndyota ofMngadha. 
Shn Hersha has fallen into the same error, while the 
Bnhntkatha makes a di'^tinction between the two, and 
givGc twodiflforent daughters who are aflerw'ards w^edded 
to the king The above error is due to the sameness of 
ro'nanhc atmosphere in which both Vasavadatta and 
Padmivati breathe 

In the first act the business is monopolised by Youg- 
andharai’’una while in the ‘tcoiid it is Malusena that does 
it The v.ariou'j attempts made by the father to find out 
suitors for Vasavadatta are shown m the second act 
Various messengers come to his court, ask for the hand of 
his daughter on behalf of their raastars Bharntrohak 
catches Vatsa alive by a very skilful plan — wooden 
olephmt The name of Vatsaraj is very dramatically 
introduced lo the king when in an axious moment 'he is 
taking stock of all his high relatives and seeing whether 
there is anv proper suitor for hi^ daughter The scene 
does not change in this act 
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The third act deals with Vidushaka, Shifimanaka and 
Tougandharayana giving the humour in the first part and 
seriousness in the second. The humour sis usual turns upon 
the sweet-balls and the struggle for them between Vidu- 
shaka and Unmattaka The humour is very crude as com- 
pared with that in other dramas Other vi dushakas talk upon 
Eweet-ballsbutthe discussion IS interspersed here and there 
with his iMse and witty remarks and is also accompanied 
with his being involved in the love affair of his 
friend. All this is not found in the Vidushaka of Bhasa 

The third act presents a good scene in which the two 
ministers of the king hold a conference Both of them 
present themselves in the different garbs and have to save 
their incognito appearance. When they find the 
Agnigrha to bo quite devoid of men, they speak out their 
hearts and think upon a plan for the rescue of their master 

The fourth act depicts Gatrasevak and his drunken- 
ness, the interview' of the two hostile ministers, the cap- 
turing of Yougandharayan, the flight of Vatsa with the 
princess and the final marriage It commences with a 
praveshak w'hicli is meant to carry some hints about the 
elopement of Vatsara.] with Vasavdatta wnich is the Karya 
of the piece 

Characters — Yougandharayan IS faithful and duti- 
ful to his master He w'orks for the good and the pros* 
perity of his master by means of a marriage alliance 
But he appears loo muca on the scene, talks too much of 
his powers, swears too much to achieve his ends and ulti- 
mately is not able to put forth as much as he promises' 
The goal is attained not through the agency of his pow'ers 
but through the pow’ers of the king and through the lamtv 
shown by the opposite party in their maneuvers The 
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other patty U deliberately treaclieroiis to its own cause 
and vrithin its own ranks. Yougandharayana towards tlie 
end looks like a defeated man whose cause is baffled by 
the superior machinations of his adversary Bharatarohaka 
who makes his appearance before him when he is taken as 
captive Harsha’s Yougandharayana does not brag -so 
much. He is as keen in his devotion to his master, as 
vigilant in securing his prosperity and as ingenious in 
inventing new means and methods for bringing near the 
king’s wedlock The remarkable thing about him is that 
he makes his appearance at the opening! of the play and 
then disappears to appear towards the end of the action. 
He remains behind the curtain and pulls the wires by 
which all the characters move and talk. Bhasa’s You- 
gandharHyan is on the stage all the while, makes a great 
show of spreading a net-work of spies and wants 
to resemble Chanakya bnt therein he fails. In the first 
place the cause is not a worthy one, secondly he has not 
that tact and power of organization of Chanakya. By his 
multifarious activities he wants to pass off as a man of 
action but his utterances -and achievements point to a 
different direction He is a fatalist. He is always pre- 
pared to give the enemy his due ^ He is vam when he 
compares him with Drouni ® He is roused to his sense of 
honour and dignity as a minister by the utterance of the 
king’s mother and quite in a sentimental and a sensational 
mood he takes water in his hand and lets it down vov/ing^ 
He is outwitted by Mabasena He is non-plussed when 
he hears that the device of escape he had suggested cannot 
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be availed of since the King had cast a love-glance on the 
princess and could not, therefore, approve of ^is unworthy 
device He does not stop to think the feasibility or prac- 
ticability of his schemes His impetuous nature, his in- 
considerateness are seen in the number of vows and 
swearings. Emotional he is throughout the play The 
pratidnya or the vow stares at him to a syllable and he cam 
not allow time to pass He joins the fray, withholds the 
rushing tide of the tornado and ultimately gets himself 
bound over to the enemy in chains quite boastfully and 
jubilantly^ Further, he is face to face with his compeer 
Bharatrohaka who comes there in a triumphant mood 
He takes a compassionate view of his opponent and re- 
moves the iron manacles The interview between two 
ministers reminds one of a similar scene between Chanakya 
and Rakshasa when the latter was baffled in his attempts 
and was w-on over to the side of Vrishala Chandra- 
gupta. 

Mahasena has a good minister in Bharatrohaka He 
IS inimical towards Vatsa whom he wishes to subjugate 
and to give him a good turn. It is for the sake of his 
daughter that he wants to capture Vatsa, which he does 
very skilfully in consultation with his minister Bharat- 
rohak, by the device of wooden-elephant and thus exploit- 
ing the hunting instinct of Vatsa He is anxious for the 
marriage of his daughter There is a sudden change in 
his feelings tow'ards his enemy. He orders his men to dress 
up his wounds, to receive him with honour and hospita- 
lity due to a prince, to give his favourite lute in charge of 
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liis daiigMer. <lHe finally removes him to Manibliumika 
for keeping Mm away from the sun He himself is unable 
to explain this sudden change in the attitude. 

Vatsa is a king that commands full confidence and 
respect of his peiple and his ministers. He has a very 
trusted and devoted minister He is very much fond of 
games and hunting which is the cause of his capture. 

Swapna-Vasavadatta — This drama contains the same 
initial cry intended to hush up the noise in the audience 
and to prepare them for the advent of the characters. The 
characters are never ushered in without previous intima- 
tion to the audience. The praveshakas are very short* 
They introduce only some characters. The second act con- 
tains a beautiful and interesting scene. It begins in 
humerous references to Padmavati's peisonal charms, 
made by the new foster-sister Vasavadatta and the fun^ 
started by her, recoils upon her quite unconsciously She 
learns that the king Vatsa asked for her hand and that she 
was already betrothed by the king to Vatsa who had gone 
there on special mission and that the ceremony was to be 
pertormed that very day 

The match is suggested just in the beginning of the 
act and it is performed by the end of it The poet has not 
given any time for the love to grow The mention of 
Vatsa’s name is causal and much has been made of this 
casual reference The second act achieves much in com- 
parison with its length The match may have been de- 
sired and attempted at the consent of the queen because 
she is a willling party to the scheme formed by Yougandha- 
rayana in order to secure the prosperity of Vatsa Vasa- 
vadatta comes to know that Padmavati has begun to 
cast lovefully greedy glances on«her husband She sees 



before her own eyes the marriage taking placy It may be 
that from a distinctly prospective point of view, she may 
be a party in effecting the maraiage, still the natural 
female ]ealousy for a partner in love takes hold of her 
and makes her restive in emotion ^ Every thing is done 
in post-haste that even the characters are not prepared for 
the issue Such rapidity in the progress of events creates 
an impression of unnaturalness about them. The law of 
causation takes some time for its fruition. The distur- 
bance in Vasavadatta’s mental quietude is visible in the 
third act Morose as she is, she is called upon to put to- 
gether a garland with two mysterious herbs effective of 
and ( for sceunng long life to her 

husband and humilition of co-wife ) Vasavadatta does it 
v ith complete resignation She saciifices her pride and 
vanity, sacrifices her strong desire of having no co- 
parcener in her love at the altar of her husband’s prospec- 
tive prosperity 

The whole action centres round the minister. The 
idea contiined in the prophecy about the matrimonial 
alliance between the families of Darshaka and Vatsa 
occurs to hin first He is not so serious about the actual 
marriage as he is about securing the prosperity by the 
acquisition of the lost kingdom The marriage is a matter 
of expediency The king even is very unv filing as far 
as marriage is concerned Every one vouchsafes an ope- 
nion lu favour of Vasavdattl when tae comparison comes 
Thefourtaact presents a scene which is highly senti- 
mental, highly poetic, and dramatic and at tae same time 
highly practical The appearance of the iriiig and his 
friend, their discussion aoout the ralatave merits of the 



91 


two, tha exifc'Sf Vasavadatta which is both emotional and 
dramatic, are the good points in ifc. 

This play also gives some bright flashes of the poet’s 
imagination The minister and the heroine of TJdayana 
present themselves under a different garb suitable to her- 
mitage life The two items, the introduction of Vasava- 
datta in the service of Padmavati and the report of burn- 
ing to death of them both in the Lavanak fire are einibited 
in the sequel Tbe queen enters into the service very 
easily tarOughTapasi and the Cheti who are struck with her 
inherent royal lustre The report of the fire is brought by 
a celibate of the Rajgrha. The concocted report is listen- 
ed to by the minister with such a rapt attention and with 
such an unaffected ignorance that they show that he was 
a consummate master in the art of affectation 

The news of the loss of t le queen and the king’s 
fervent regard for her, are disclosed to Padmavati, the 
bride elect in vthose heart riiCc a sly hidden desire for 
wedlock 

Another striking feature is the power of his narratives 
The Brahmachann narrates the incident of fire in Eaj- 
gcha in the Lavanak palace very vividly and impressively 
Hamsaka in tbe Pratidnya shows the same skill 

The dream-scene is placed in the last act The king 
is led to the Samudragrha where Padmavati is being 
treated for her headache Avantika is there who has the 
power cf allaying the poignancy of the ache. The king is 
amused by the simple stones of kings and towns told by 
Vidushaka and is lulled to sleep when he dreams of 
Vasavadatta She is there in the garb of Avantika and 
she takes up the hints and ansvasrs the querries uttered lu 
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Tais dream. The king further on calls back the former 
incidents the lute, the diciple, the way of instruction, her 
singing and the picture-board sent to him The enigma is 
solved when the picture-board is shown to Padmavati 
The marriage then takes place 

PEATIMA . — The drama receives its name from the 
statue of Dasharath which Bharata sees in the statue house. 
It has got seven acts and it covers a period of fourteen 
years from Rama’s setting out to forest to his triumphant 
return from Lanka. There is an irony of situation creat- 
ed by the Valkala — bark-garments They are introduced 
by way past-time, as ornaments — just to see how they fit 
in with Sita But those very garments are turned very 
cruelly to th<s account tir the accessories of hermitage 
life which Rama is called upoh to accept ^ The three 
boons of Kaikeyi are gradually introduced The entrance 
of Laxman and the initial retort which he gives to his 
elders reminds one of Bhima in Yeni-3 Laxman is so 
very wroth that he is bent upon extirpating the whole 
female race 

The woeful condition consequent upon the bereave- 
ment by the two sons and Sita is very vividly described 
in the second act The whole scene is a picturesque and 
graphic description given with an ineffable power 
The drama presents a wonderful power of compression 
on the pau of the poet. The scenes in the Ramayana, im- 
portant from the point of view of sentiments are made to 
pass dramatically before the eyes of the public The day 
of coronation is with dramatic suddenness transformed 
into a day of exile The bark-garments that were only 
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brought la a source of atnusemeut are turned to 
account as necessaries of forest hfe which Sita is called 
upon to accept The news of his father’s death is gra- 
dually revealed to Bharata while he was reviewing the 
statue-house The mothers are also very skilfully intro- 
duced to him in it The anniversary scene is appropriate 
and natural to details In the forest-stay, the exact time 
might not have been observed, the proper articles might 
not have been secured and it gives a natural opportunity 
to introduce the topic of golden-deer It is essentially 
required for the Shradlm ceremony and mystically it is 
presented before Rama. Rama goes to hunt and Sita is 
abducted by Ravana The immense gap between the 
abduction of Sita and the triumphal return of Rama is 
left to the conception of the audience The valkalas» 
the statue-house, the anniversary scene, the explanation 
given by Kaikeyi about her line of conduct, the description 
of scenes through the ©rial car are the new changes effect- 
ed by the poet in the original There is no perceptible de- 
parture from the original in point of cbarectenzation The 
obedience, unflinching determination, love for the family- 
prestige of Rama, the fiery temper and brotherly affection 
of Laxman, the dutifulness, submission and resignation of 
Sita, the unbounded filial love of Dasharatba, the sacri- 
fice and despondency of Bharata, the loyalty of Sumantra 
are there in the Pratima as well as in the original Rama- 
yana There is rehabilitation with regard to Kaikeyi 
only who is generally held culpable in the affairs of the 
exile Bhasa brings in the infallibility of the sage’s 
words of the curse on Dasaratha and relieves Kaikeyi of 
the severe taint. She says that she was only an instru- 
ment and that she had no personal or selfish motive in 
sending off Rama, and she wou^d have even sent Bharata. 
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but that he was already away with his uncl^aud the word 
years ” slipped through her lips instead of “ days ” and 
the wonder is that she is fread from all the taint by the 
simple Bharata It is made pathetic with the presence of 
Kausalya and Sumitra 

Bharata learns about his father’s death which is re- 
vealed to him gradually in the statue house His mothers 
meet him there The fourth act deals with Bharata’s re- 
turn and the coronation of Rama’s sandals Ravana comes 
as a mendicant and carries away Sita. The anniversary 
of the father comes in here An explanation is offered by 
Kaikeyi regarding the woeful eventuality of Rama’s exile. 
Jatayii is killed in the sixth act and Bharata resolvesupon 
proceeding to Lanka, for Rama’s succour. In the last act 
Rama comes back from Lanka after putting his enemy to 
death He is crowned in the end 

“ The unrivalled merit of Bhasa lies in the dell* 
neation of the real nature of things in their varied condi- 
tions by sweet, apt and lucid words suggestive of lofty 
ideas In the Pratima the central sentiment is the 
mingled with the manifesting itself in 

the enthusiasm displayed by the hero in cherishing the 
single thought of carrying out the Dharma — fulfilling the 
mandates of his father 

Bhasa’s Characteristics —He aims at direct 
action and not at characterization, nor in plot-construc- 
tion There is the appropriateness of speech and character 
The characters never talk more nor less Rapidity, force, 
vigour are the features of his style His greatness is in 
narrative and dialogue He has got a host of characters 

1 T Ganapati Shastn ffratuna 

c 



95 


■in iiis plays. %Each. character has his own sphere of infin- 
»ence wherein it shines and does not clash with another. 
The characters live a plain, straight-forward life They are 
all robust, healthy beings, bent upon to look to the brighter 
aspects of the world They are less vigorous and more 
individualistic than those in Venisamhar, less roman- 
tic and imaginative than those of Kalidas and of Bana, 
less poetic and sentimental or emotional than those of 
Bhavabhuti, less homely than those of Shri-Harsha, less 
practical than those of Vishakhadatfca and are less 
human and less realistic than those of Shudraka 

The marvellousness of prose which is the real mentm 
a poet is seen in Bhasa The language is very simple, 
natural and at the same time touching, alternated with 
figures of speech like simile and metaphor. He is the 
master of dialogues 

There are inaccuracies in grammar and rhetorics such 
as the metathetic exchange of words, wrong ]Oints and 
compounds, elision of compound-endings. Some verses 
are quite devoid of sentiment or poetic strength. The 
sentences are replete with wealth of ideas The sweetness 
of expression and the ease of language seem to have attain- 
ed perfection m these dramas, 

(2) Shudraka 

Ml tchhkahka. (The Social drama) 

Just on the heels of Oharudatta of Bhasa comes up 
the Clay-cart of Shudrak Between the two plays there is 
60 very close affinity both verbal and conceptual, both of 
-characters and situations that one appears to be an en- 
larged and revised edition of the other and that it has led 
PiBchel to ascribe the play to’ Bhasa The material of 



96 


both tbe plays has been scientifically tested #'nd sifted and 
the conclusions arrived at prove that Bhasa intended to 
write more than the four extant acts of Oharudatta, that 
Charudatta is not an abridgment for the purpose of 
stage-representation of the lengthier Clay-cart The 
motives underlying the additions and improvements in the 
Clay-cart are first an exhibition of the author’s knov ledge 
and familiarity ith highly technical and out-of-the-way 
shastras, secondly an introduction of the low-life realism, 
thirdly, the addition of a political bye-plot, and lastly an 
appeal to the pit by means of broad and rollicking humour 
All this also proves the priority of Bhasa to Shudraka^ 

The play is attributed to a regal author, a thing which 
is not of uncommon occiiience in Sanskrit literature The 
Ratnavali and the other sister drama are ascribed to a 
bard of similar dignity The point whether Shudraka, the 
Monarch, was the pat'on or the poet is immaterial to the 
chronology of the play The poet and the patron, whether 
the same or difterent personalities, must have lived at one 
andthe same time It is very difficult to prove the historicity 
of the king Shudraka, the author, from the refereuces made 
to him in ancient books They on the other hand point at 
his being a mythic figure, and not a historical one 
The prelude to the play refers to him in terms 
of the remote past tense ( T^) and describes 
him as having studied the Vedic lore and also the 
art of enticing an elephant like the king Udayana 
His sight w as restored through the favour of god Shiva. 
He had performed an AsLwamedha sacrifice and finally 
consigned himself to fire He was the foremost among 
the fighters and also a vedicist. 


1 Dr Belwalkar a c v 
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There ar(;^th6n authors from Abal-Fazal back to Bana 
who 'refer to Shudraka. The Aini-Akabari says that 
Shudraka reigned for 91 years, Rajashekhara attributes 
the authorship of Shudraka-Katha to two ]oiut authors 
Ramilla and Somilla.’ Kshirswami talks of him as a 
friend of Agniand as a Shalivahana Bana makes him the 
hero of his romance and says of him in his Harshacharita 
that Shudraka with the help of his emissaries deprived 
Chandraketu, the lord of Chakoras and his minister of their 
lives The Rajtarangim sets him beside the king VikramS- 
ditya, Shobhavati was his capital and he lived for 
hundred years according to Vetalpanchvishi. The Skanda- 
purana puts him as the first of Andhrabhrityas. It says 
in the Kumarikakandathat a great king named Shudraka 
would reign in the year 3290 of Kali (which comes appro- 
ximately to 190 A D ) and further on identifies him with 
the founder of the Andhrabhritya dynasty. Col Wilford 
on the authority of the Matsya-Purana holds that “the 
first Andhra King reigned about 456 years earlier than the 
last Pulimata who died in 648 A, D. He first deposed his 
master, the last of the Kanva dynasty to whom he was a 
minister and succeeded to the throne, thus founding the 
Andhra dynasty of Magadha Kings ” 

Not much reliance can be placed on the evidence of 
chronology recorded in the Puranas, firstly because the 
calculation of chronology is not scientific, secondly be- 
cause very rarely they tally with one another, thirdly in 
this particular case “ it invalidates the popular notion 
that Shudraka preceded Vikramaditya and consequently 
lived in 100 B C The chronological data and identifi- 

1 They were predecessors of Kahd'isa according to Leri 

2 Dr Bhandarkar 

7 
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cation of Shudraka with Balhita or Sindhuka pr 
to whom tne circumstances in tbe puranas are attributed 
are bHo means satisfactory The theory pu forward by 
Col Wilford does not hold because Puliniata could not 

Tiave died in 648 k D because he was a contemporary 
nav© uiea in n Thp dhro* 

Ptolemy who wrote his Periplus in 151 B . 

Inalmvas who lulod for 112 yeots Shimulro, thorotoo 
f nripr of thelndhrabhrityasbeganhis reign in 73 
f Thfearherfdators Li by Bbtsa (whom wo 

•K a Tint in 200 B G ) because his Charudatta has inspire 

the poet ^ „ ,,te„rr man at the oonrt 

krn,, Mon, a °t ^ 

has been much drawn on by Vamana (800 AD) 

Tbe internal evidence in favour of the antiquity o 
fbe Jay 18 over-whelming The obscure words, the esten- 
^ I of the Piakiitt— the favourite languages of the 
the aJence of the knowledge of the rules of 
Andhras, tl ^,p,cted. point to the same conclu- 

^ style though not meagre is in general simple 

. 1 „ j,>wT oxTirlfintlv oreoediug the 


“ The style though not meagre is lu 

, and of a day evidently preceding the 

Ttra^rSiro'Sanafart wntrn. ” The Prab.ts are 

r n rdde^hanthoeeueodby Kalidasa tt h.B plays 
eertainly older j, ^,i„„ged to a 

®rlen s!n Pradoally ceasing to be a 

rohenr.n.nageof th, people ^Woh it did completely 

‘'‘“t“"“;~ rwh.ob when pnt together 

,,nhUrr^ 0^ 


^ 
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Pralhada There cau be no good reason whjfhe should not 
have cited Purana The author mu‘<t_liaTe been acquainted 
vrith the Puranas as with the epics We have, therefore, 
good reason to suspect that the plav mnst have been 
written prior to the composition of the Puranas or at least 
before tae stories thev contain bad acquired by tteir 
aggregation familiar and popular currency ’* The 
Purans=:, especially the bulk of them though excepting 
some few. came to be written in the age of Sanskrit 
renaissance during the period oftae Gupta dynasty. 

The heroes of the political bye-plot in toe play Gopala 
Falaka and Aryaka are mentioned by Bhasa Palaka 
according to Jain Hari-vamsa (400 B C ) was enthroned in 
the time of the last Te=rtaankar ilahavira (600 B C ) 
The events in tne political revolution belong to e period 
shorrly after Budoa's dea'-h ( 543 B. C ) “ Shudraka is 

historical because he must be the Abbira prince Shivdatti 
who or whose son Ishwa'-sena is held by Dr Fleet, to have 
overthrown the lost of the Andhra s and to have founded 
the Chedi era of 24S-9 A D which is supported by the 
play.’’- Taere is the word Kanaka used in the play and 
which as Weber says is derived from the coins of Fanerki 
who reigned about 40 A D 

Two dates are thus advanced for Shudraka, l'z 200 
A D and 100 B C of which tae latcer caa be accepted as 
more reliable on the strength of the references about the 
Anchra king, the indentiScation of the two, the ancient 
Prakrits, and the high antiquity of the society painted 

The writer is a divotee of Shiva and Gauri and seems 
to be a follower of the Sankhyan philosophy He men- 

I ■^ileoa, Tiieatre ‘ 2 Konow 
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out he comes. Here in this play there is no sense of sad- 
ness at the beginning to attract and to fix the eyes and 
mind of the audience — which is very essential. Tension 
must be there at the beginning which this introduction 
perfectly lacks. 

The introduct'on and the subsequent dialogue on 
poverty speak much on the condition of the people In 
the whole drama there appears to be the social back- 
ground rendered very terrible on account of the revolution 
— political, sicial and also economic The people were 
reduced to poverty. Men of the status of Sutradhara. 
Charuoatta appear starving and crying for food* The in- 
troductory scene is very effective in making a good im- 
pression on the minds of the people of the surrounding 
economic evil condition Sharply enough has this scene 
of poverty been contrasted with (he scene that follows in 
wh ch lewd ness and looseness of characters and dissolute- 
ness and dissipation of passions run rampant If in the 
first part the Sutiadhara appears with his inordinate appe- 
tite and Charudatfca appears bewailing the onset of evil 
days, in the second, the Shakara, Vila and Cheta appear 
chS'.ing a harlot Charudatta is forsaken by his friend 
and flatterers and prefers death to the ill-betied and ill- 
fated lile The'good sense of the grace of the audience 
musl; have been very •^enouslv struck bv the contrast 
betu een the altogether different aspects of the society — 
poverty and leudness The audience must have been 
pained to find that even in the times of common evil 
there v.ere people who never could see beyond the satisfac- 
tion of the sensual lust of the beastly instinct. 

In addiaon to this pleasant contrast between the two 
widely divergent angles of yision with which the pecple 
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Bre looking ^ the surrounding society, the first act also 
prepares the audience for the political situation that is to 
follow. ‘There was something rotten in Denmark” was a 
fact of common credence and the rottenness not only ex- 
tended to the domain of politics but even of society. 

The scene of Shakar and his friends proceeds, and in 
the course of it they make advances of love to Ihehatera who 
spurns them and tn^-s to turn their minds from her 
person to her ornaments,’ when there was every danger of 
her being molested. The device of hers suggests the main 
item in the act. Those very ornaments are deposited 
with Charudatta, which event is told in the sequel and 
which, therefore, gives a name to the act( AlankarnySsa ). 

The simpletonness of Shakara or the streak of brava- 
do serves a great purpose in the advancement of plot 
and for his lapses into it he gets a smart reprimand from 
his friends Just in a similar frenzy he refers to the inci- 
dent of romanc3 and the first glances of lovo between 
Charudatta and Vasantsena and by the bye the exact 
localitv of the residence of Charudatta slips from his 
lips which is very consoling to VasantsenS who was wait- 
ing for some expedient to extricate herself from the terrible 
love-making of bhakara The whole first act gives alter- 
nating Situations in the scenes Seriousness and light- 
ness, steadfastness and lewdness, bard pathos and rollick- 
ing humour appear by turns and remove the tiresomeness 
of the aot. One party is disgusted with the world and its 
inmates and the other paity does not believe or bother even 
that there is any such thing as sincerity or lightness Hia 
whole philosophy which he does not know but which is 
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clear from his ways consists in that the life has to be 
lived because it has to be Jived and for no other exterior, 
interior or ulterior motive 

The scanted garment^ is used as an expedient by the 
poet to make known to tae heroine that the heart of 
Charudatta though much afflicted under poverty was 
not averse to the thought of love or to the enjoyments of 
youtnful life ' The garment scented with flow ers is sent 
to him by his old friend Churnavridha who along with it 
sends blessings. The same garment is given by Charu- 
datta to Vasantsena and asks her to wrap his dear son 
Eohaseaa fron the cool pinching breeze, mistaking all the 
while that the person whom he was asking to do so was 
Radanika and no one else. 

The introduction of the garment is so very natural 
that we do not feel its importance There is no fuss, no 
artificiality made about it but all the same it achieves a 
good deal, in unfolding the love between the two We 
wish some more emphasis were plaaed on its introduction 
The bakul-mala in the Malati-Madhao, the union gem in 
Yikramorvashiya or the ring in Shakuntala and Mudra- 
rakshasa are similar incidents — similiar expe Jients but 
there is a definite attempt — intended emphasis made by the 
poets to bind tae minds of the people to them. 

The jfirrt act begins with the enchaining of the two 
hearts under tne auspices of Kamdeo and ends \,ith the 
depositing of the ornaments The exchange of glances of 
love between the two and the consequent enamouring 
were known to the lewd circles in the society. It is a 


cjfrI 
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wonder ho.v mis fact is not known to Madanika who puts 
a number of questions to Yasanisena about the discom- 
fiture of her heirt with which the second act opens^ Fur- 
ther, a street broil is showm between a gambler and a 
keeper of the gambling house who persuesthe former for 
the recovery of the price of the w ager. The Samvahaka, 
the shampoDcr, the keeper of the house, Llathur the 
dyutakar and typical specimens of the scum of the society 
and the pastime w’hich they take delight in, the loss in 
that, the consequent flight of the vanquished, the pursuit by 
the successful, the taking of resort in a temple, the tracing 
of the track of the run-away by means of the foot-prints 
or the drops of blood falling from his nose ora all natural- 
Iv described That Samvahaka who leari,t the art of 
shampooing only for art’s sake turns it to account as a 
means of livelihood, and 301ns the gang of gamblers by a 
stroke of misfortune, then loses and runs. By the bye, be 
makes references to the highly charitable nature of 
Charudalta which secures for him a welcome shelter in 
the lodgings of Yasantsena. She is much enamoured of 
the charms of Cnarudatta since their first meeting in the 
garden of t’ne god of love and she lavishes hei best 
gifts on whosoever happens to make the slightest refer- 
ence to the manifold aspects of his magnaninity. 

Tne last incident of the act creates some more 
consternation, the elephant of Yasantsena having got loose 
and running araock thi ough the streets of Unaiii. Karna- 
puraka displays great valour in bringing tbe wild 
elephant under control and releasing from off his teeth 
the poor mendicant, the Budhistio votary This incident is 
similar to the elephant — incident in the MalatiMadhao in 
which Makarand shows himself off so very valhantly , or 
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similar to the monkey — incident in Ratnavali in which that- 
odiously monstrous animal plays a havoc in the royal 
honsehold Such incidents are always introduced in plays- 
witi a view to unfolding some chivalrous qualities of 
of the principal characters, of giving a touch of romance 
to the incident But in this elephant — incident Shudraka 
has not introduced Charudatta The reason of non-appear- 
ance of him IB obvious in as much as the poet rivets his 
attention on the merits of chanty and, therefore, makes 
all the incidents converge on it It was not his intention 
to display his manly virtuea The scented garment, the 
main expedient of solace and union, has been brought in 
as a gift to Karnapuraka — t'le menial of Vasantsena. The 
poet employs subsidiary, humorous incidents but he takes 
care to see that the audience are not completely lost in 
them, and keeps on reminding them of the principal 
thr-'adsof the incident by making oasual> passing reference 
here and there 

In this act, Darduraka is really a 
bullying toe poor peiple, patronising falsely, intervening 
into broils and making them worse or creating new ones 
whme thee are none It is but natural that he should 
have the clue in the political revolution'^ 

The scene of the singing party of Rebhila, besides 
showing the gaity of nature of Charudatta evenin poverty, 
prepare^ the ground for another scene by indicating the late 
hour at which Charudalb i was returning, the devotion with 
which his attendants were awaiting hiB arrival Sharvilaka 
breaks the house in the following seene The thief seems 

HI? hh? ariH^qri?? 

q:rHT i 
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too unpracti^Qd and impractical mills new profession to 
which he was driven by the extra va Ranee of his habits. 
In support of his devilish design the devotee of Kartikeva 
quotes rxom sacred htamturo Satan does always quote 
from the Bible He takes meaburements of the tiles and 
bnek^, the ‘:an Ihi and it, four divisions, puts water in 
the cracking hinge?, sounds the hollowness of the under- 
ground by casting blja and thus treats his subject of 
thieving on scientific linos 

The fourth act presents incidents that are commonly 
found m other dramas, e, 0 the portrait of tlie lover, the 
call from her raotlior, the break in the lovely talk. The act 
also develops th> sub-plut of Madanika and Sbarvilaka 
and hint^ the political situati m It gives a long poetic des- 
crip ion of Ine eivht-stoiied mansion of the hnrlot-prin- 
coss, of the fumilure — the painting, tamed birds and beasts, 
and instruments The piece is a specimen ot the grand 
prose oflong and balanced periods and exemplifies the poet’s 
powt-r of realism even in style. The description again 
speaks much of the powers of observation of Vidushaka 
who IS conventionally a non-observant or a mis-obbervant 
character in as much as he fails not to bbd the omni- 
potence of the articles of Ins gluttony in everything 

The fifth act is termed as Durdina — a lainy day and 
shovs the density of the feeling of love inspite of the im- 
pediments of stormy and dieadful weather. The youthful 
pass. on is 3 u<-t like a colfc galloping unreined and unre- 
strained by the trammells of decency or conventions — noisy 
threats of lightening and clouds — and luns its course with 
complete defiance. I he act is t'le in which the 

action attains to the highest pif^h There is a sharp con- 
trast between the t0mne,tao«3nes3 of the two elements. 
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The lyrical element is to be understood lift the light of 
this wide gulf that separates the itwo storms. The scene 
proceeds tardily in the beginning and fast at the end so 
much so that Vasantsena throws herself in the arms of 
Charudatti the moment that she learns about the union of 
lightening and its lover 

The nest act is the VimarshaSandhi and presents 
the policy of obstruction thatchedby Shakara in which fete 
helps him more than his brains The comedy of errors 
that IS created by the exchange of carts ( pravahana- 
viparyaya ) charmingly gives quite an unexpected turn to 
the incident which otierwise would have remained all 
accomplished The incident though inconceivable and im- 
possible in some minor details has got a natural appear- 
ance about it as a whole. The element of chance has often 
sachapowerful and inexplicable influence in the occurence 
of ordinary incidents that it baffles our expectations and 
siatches the cup from our lips. The prize is snatolied 
away from tnose who deserve and placed in the hands of 
the undeserving Vasintseoa gets into a wrong cart 
while the renegade and runaway Aryaka --ets into hers. 
Thus Charudrtta losss Vasantsena and Shakara secures 
her by n happy stroke of fortune 

It is clear that there must have been a great plot 
against the king Palaka— a plot in which not only Ins 
eerv ants, loyal and faithful, but such sedate citizens as 
Charndatta saw nothing unceremonious to 3oin and sym- 
pathise with the culprits The same incidents continue 
in the nest act 

The appearance of the Bndhistic mendicant in the 
next act is not required either by the necessittos of the 
plot or of character Maybg,this order of Budha bhiksuH 



109 


was looked (k)wa upon tke common people , any Btick 
was good to strike them with. A. bhikshu was taken tobe 
fie common stock of laughter and his maltreatment was 
much enjoyed by the people. 

The element of chance works again in favour of 
Shakara in the eighth act. He proceeds unaidedly and 
unguardedly. He is proof against all entreaties and devices 
of Vita who wants to put him off guard and off scent to 
protect Vasantsena The threat of perennial enmity was 
given to Gharudatta and has been cruelly executed The 
greatly horrid task of putting Vasantsena to death was 
no sooner conceived than dispatched 

The sequel turns against him very rapidly. The 
reaction is both horrid and huge. 

Characterization . — The attempt of Shudraka in 
bringing into being nearly thirty characters is at once 
novel and striking He has taken a leat out of the society 
and has focussed the historical, religious and economical 
aspects to illustrate the main one His is eminently 
a social drama and thus it is a mirror to and of the 
society in which the poet lived and died The characters 
in the play are all prototypes of human beings of 
ordinary calibre, maintaining the same level, although 
always busy in their own narrow activities. Their ngion 
and vision are both limited Very scarcely does there 
appear a towering personality The world is always full 
of mediocrities and nonentities Among all the galaxy 
of thirty characters, it is Oharadatta and Vasantsena only 
who elbow their companions in the world and rise above 
them by their sublimity, nobility and sacrifice. But 
live they must amo'ngst the pigmies of their race whd 
s^e nothing beyond their owif selfish interests. The- 
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-whole maohinery of the play is set to work ai^tomatically, 
«very one being given a function to discharge. There 
Ib neither sloth as to procedure nor dense a headedness 
as to the conception of means They all exhibit wonder- 
ful dynamic tendency Sharvilaka breaks open the house, 
steals the gold vessel but amends are made the moment 
that the breach is effected. Aryaka escapes from the con- 
fines and tnexe is a conveyance kept in reserve for him. 
Shakara the swindler with whom we expect some em- 
barrass rent or mental aberration rises to toe occasion, 
throttles Vasantaseaa, covers her with leaves and runs 
to the court* There is no time lost Even minor characters 
as Sthavaraki and Cheta, though toey are fettered, never 
afford to lose any time in bringing into light the atro- 
cious deed done in the dark by their master It is this 
dynamic activity on the part of the characters that adds 
to the rapid growth of the plot-organization 

There are some lapses into impropriety Sharvilaka 
IS typically a sentimental youth, very much inferior to 
Charudatta in the qualities of both heart and head but 
he is made to utter the epilogue which legitimately 
must come from authoritative lips Ordinarily we wish 
Aryaka to appear and pronounce the Bharatavakya 

Charudatta laments on the evil course that his for- 
tune tak-s He IS so much disgusted with the ways of 
the world and with the sudden change, that he prefers 
death to the wretched life Though he is maltreated by 
the cruel hand of fata still his strong belief in gods is not 
shaken and though he is constantly advised to refrain 
from worshipping the matris on the ground that the 
worship not only is not fructifying but positively harm- 
fuj still he sticks on to it. ‘ Even in his poverty-stricken 
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circumstances ho does not relinquish his youthful and 
costly hahits’for v inch he is coniplimentad by Vasant- 
Eoud It ishiE virtues more than Ins affluence that has 
inspired a high regard for him in the mind of those who 
had clung to him in thick and thm. Even in his poverty his 
charitable nature does not ceaso to operate. He is pleased 
\YiththG fine display of valour shown by Karnapuraka and 
makes him a gift of his garment His fondness for singing 
parties and appreciation of the display of fine arts speaks 
much on the gay nature of the man The intensity with' 
which ho loves the hatera and the disparagement of 
himself on account of poverty and the consequent despair 
of securing her are evident from the beginning but how- 
soever dence the affection may be, it had for its object one 
who bad kept a price on her person and whose lovely en- 
auiourmont or enticemout was conventionally bound to 
bo a sbam one In tbo middle of the play, even after 
admitting all the intensity and the genuineness of the 
se.itiment on both the sides wo like to question whether 
it IS a good aspect of the society to hold forth before it 
an instance of a Brahmin youth monetarily broken, in 
tbo arms of a city-harlot What a spectacle must it have 
beenl Another weak point in the character of Charudatta 
is the succour which he gives to the renegade Aryaka 
against his king To give shelter to one whose extinction 
is threatened is obligatory but loyalty to the king is 
equally obligatory on a true citizen The generosity or 
liberality of nature with which he lavishes gifts on the 
spur of the moment, the garment, the ring, the utfcarlyaka 
etc, IS another weak point in Chaiudatta It was this 
lavishing nature of Charudatta that had brought on him 
the impoverishment, lit of course raises him in the estima- 
tion of Vasantsena. He gets bli^shed when a question as 
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to his connection with the haters is put to ]jim It is a- 
weak defence that he has offered — the inconsiderateuess 
being attributed to youth Are the rash follies of youth 
exempted from tainting the character? His impressive- 
ness, his freedom from sin, his attractive personal charms 
are quite apparent 

Vasantsena The heroine appears under adverse cir- 
cumstances Unfortunately she does not belong to the 
high category of family-women born and bred up on a 
high pedestal V Lich the commonalty much less the lewd 
and the dissolute cannot dare to wink at Completely im- 
mune are the high-born girls from the poisonous looks of 
the people Shakuntala is brought up in the innocent com- 
pany of deers and haras, Sita and Malati are chastity and 
devine love incarnate. No poisonous taint of earthly 
love affects them Amongst all the bright specimens of 
the heroine-world, scarcely is there anyone vho though 
endowed with ail the virtues and qualities of the higher 
species, hjs to labour under tremendous social odds 
Virtue has itb own value but shines the more under ad- 
verse circumstances Vasantsena is by no means inferior 
to her worthy compeers in point of beauty, eagerness and 
steadfastness of love though she is not equally fortunate, 
in being free from the baneful influences in the society 
that corrode the bashful modesty of the virgins Vasant- 
sena puts up with all this by her fixedness or resoluteness 
of sentiment and resignation of will 

Shudraka departs from the convention in the creation 
of his heroine and puts in a hatera in place of a coy 
maiden The love— its beginning and development — is one 
stereotyped affair in almost all dramas It is conducted 
between a maiden and a chivalrous knight The maiden 
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Ins to restrain the course of her love from beins venti- 
lated It IS atways on the point of burating out tbe dams 
of convention and decaney. In the presence of elderly 
relations, in the presence of the rightful spouse of the 
hero, she has to gag her mouth and sentiment The result 
of such forced gagging is apparent. The strong passion 
checked in'Aardly, troubles tue concious, un-oonscious, 
and sub-c'ncious rigions of her life, takes away the sap 
and silt of life Vasantsena is not put under that handi- 
cap Her social -^t itus gave her immunity from public 
censure. She could open her heart to her friends and 
elders v ithout violating any laws of social deceney or 
ettiquette The occupation that she followed is appro- 
pnilcly described by Vita comparing her once to a 
creeper on the way and and to a well at other time fit to 
be bashed by all alike and to a boat at a third time. She 
is very sensible to t.io delicacy of love When she sees 
Madanikasecretely talking with Sharvilaka, she does not 
wmh to intervene and break the dialogue of love. 
Rightly has she censured the attitude of Shakra, the god 
of ram for throwing obstacles in her way, he being no 
less an ardent lover in the case of Abalya. The Cheta 
and the Vita sympathise with her when she finds her- 
self encompassed and entrapped owing to an unforeseen 
accident— the orchango of conveyance. People in general 
have a great regard for her inspite of her low profession. 
Vita IS sorry when she is done to death by the villiainouR 
Shakara She is a and a She has 

a mother of great fortitude because she bears with the least 
complacence the tragedy of her daughter’s life and instead 
of avenging it on Charudatta as any watnan would have 
done tries to save him. Both Charudatta and VasantsenS 
are eminently quick-witted and warm-hearted. Both'can 
8 



face misfortune witli resolution and with a fine capacity 
for grasping the sympathetic features of the^ituation Each 
has the delicacy of feeling, tenderness, the generosity, the 
tact, the loyalty and the resourcefulness which make them 
irresistably loveable Vasantsena has a loyal lover to 
make love to, and knows all the time that he is in love 
with her. She can lavish unexpected fascinations on him 
as she could not have done in her true character She 
has nothing to fear and no one but herself to consider 
She loves him with self-denying devotion, has to reject 
the affections of a rival on his behalf, though she knows 
that the attempt of rejection is ruinous to the interests of 
both, monetarily, socially and personally Even under 
the trying conditions, the generosity of both never fails 
The attempt is made by both loyally, frankly and 
fearlessly 

The Shakara is an ideal butt. He is perhaps the most 
foolish person ever presented on the stage Though he is 
incapable of grasping witticism, he is anxious to pass as 
a man of parts by quoting from ancient authorities which 
are evidently mythological absurdities A perfect and 
entire coward he is fain to believe himself a perfect 6 re-eater. 
An obvious lout, he swallows compliments on his nersonal 
appearance without the dimmest suspicion. He is a 
source of endless enjoyment and profit to audience and 
his fellow-characters who are always gullying him into 
an uneasy conviction that he may yet compass a 
marriageable interview with Vasantsena, He considers 
himself a knight of good repute, a man of binh, bred up 
at the court, a relative to the ruling prince Singularly 
insolent is ho to the high in the society. He gives way at‘ 
every point to sensual habit-glutton, liar, licentious, pro 
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lligate and for means to indulge in the coarse pleasures, a 
cheat, a robbed. He is gross of body, diseased by vice. 
Underneath any disapproval of him lies our enjoyment 
of his pleasantry, his good but cruel humour, his wily 
nature, his gay way of taking life, Tns agility and cheer- 
‘ fulness of mind, bis wild exaggerations of lying, the 
intense enjoyment he feels in his own wit, his collosal 
Ignorance of legendary mythology his power of twisting 
out of difficulties, his profound undei standing of himself, 
his appreciation of all the faults of his character. Whbn 
■the laugh is over, deserved credit is given to him for 
the pleasures enjoyed He has the courage of situation. 
Most men would be ashamed of his condition. He 
maltreats every one in every direction The prince, and 
the magistrate do not escape. His biain is quicker than a 
fencer’s sword and with the quickness there is a bnlliaiioy 
which charms with its surpassing turns of fancy, and even, 
of thought. His soliloquies are important. He comments 
• on himself and on the world, full of self-knowledge and 
self-excuse, exaggerating into excellences his vices for 
his private amusement, discussing with himself how 
much honour is worth chuckling over his cheating of 
Gbarudatta. There is malice in -him, cowardice in 
him, envy in him, hatred, injuriuusness, rudeness, 
and unkindness He does not know how to make 
love to a girl His advances set a terror in the heart of 
Vasantsena He is talking of beating and thrashing 
though he IS quite incapable of doing either. He is 
intended to be the villain and though there is a method 
in his buffoonery and villainy still he is not made des- 
picable and detestable a villain as it is all olo-tbed under a 
garb ot jest,, quaint manners, his absurd mythology, his 
rough and deliberate misinterpretations of persons and 
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words, and his ultra-feminine timidity The same mother 
fate of whom he is a favourile child in the #arly part of the 
play turns her relentless hand on him by exposing all 
his malicious deeds Eightly does the Vita blame him for 
his nasty and spoiling tendency,^ ‘ There is in him absence 
of love as well as absence of concience. Combined 
with this IS sensuality — the common appetite of the brute 
intensified by the memory, the inlelligence and the ex- 
perience of man Again the sister of sensuality is cruelty- 
the lust of the one induces the lust of the other Both Charu- 
datta and Vasantsena do not feel a natural repulsion to 
him There is no trace of even unconscious antagonism 
to him. 

Minor Characters — Sharvilaka has a very low 
opinion of his brahminhood He improvises his sacred 
thread as a piece of string to tie his finger w-ith when 
bitten He is a sentimental and emotional youth He is 
the hero of the sub-plot which runs pnrallel to the main 
one He is bold and adventurous to a fault He is con- 
demned by Madanika, his heroine. Madaniba in her 
steadiness and shrewdness serves a good counterfoil to the 
unsteady, everchanging, extremely emotional tempera- 
ment of Sharvilaka. 

Rohasena is the son of Charudatta for whom he has a 
warm corner in his heart He does not allow even a cool 
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wind to blow over Mm • His appearance before his father 
who was onhis waytothe gallows produces a very pathetic 
effect in the situation Cheta, Vita are very shrewd 
characters Vita is learned and has the sense of propriety. 
“ Mathura, the master-gambler i is a hardened siimer 
without bowels of compassion. ’’ Faithfulness, inquisi- 
tiveness, resourcefulness are shown by the maids There 
is sacrifice in Dhuta who is ready to consign herself to fire 
The Vridha comes out of trial with fortitude The chanda- 
lashave got the philosophy of grave-diggers. The servants 
are blunt They fall out on the smallest pretext 

The style is panohali and hence is soft and sweet It 
is both realistic and naturalislic. The pathetic description 
of poverty, the sublime and realistic description of rain, 
the execution scene, the appearance of Rohasena there, 
are very highly sentimental. The wealth of incidents, and 
the happy coincidence in their presentation are seen in 
a number of scenes, for instance, Vasantsena entering in 
Charudatta’s house, Radanika being mistaken for Vasant- 
Beaa,the comedy of errors through the exchange of carts 'the 
appearance of Veeraka, the city guard in the trial ot Charu- 
datta, the broil between Shakara and Maitreya and the 
disclosure of the ornaments 



CHAPTER IV 

K^idas 

“"Wonldst tlvou tlieyojQg year’s blossoms and fruits of its decline. 
And all by wbicb tbe soul is ebarmod, enraptured, feasted, fed, 
"Wouldest thou then the earth and heaven itself in one sole nam« 

combine 

I name thee, O Shakuntala, and all at once is said" 

Thus breaks out Goethe, a poet and a dramatist of 
great renown in Europe. Ttus eulogistic strain contains 
the condensed consensus of opinion of the critics of both 
East and West It is Ealidas and the Vedic-seers that 
have established both the antiquity and the sublimity of 
the Sanskrit literature in the eyes of the world It is a 
pity that the date and the life of this illustrious alumnus, 
a great votary of creative genius should have been 
shrpuded in the womb of mystery and should consequent- 
ly have given rise to a numberless traditions One tradi- 
tion makes him ignorant in youth and ascribes the ferti- 
lity of his genius to the favour of the goddess Kali 
Another makes him a contemporary of Bho^a (1106 A. D.) 
ofDhaia A third one puts him amongst the nine ]ewel8 
at the court of Vikramaditya ( 57 B C ). A fourth one 
makes him a resident of Kashmir. One more says that ho 
died in Ceylon by the hand of a courtizan and that it was 
discovered by his friend Kumardasa ( identified with the 
king of that name who lived in the early part of 600 A. D ) 
The traditions instead of giving any truth only multiply 
the personality of the poet This is why Ra]aBhekhara 
mentions three Kalidasas The gram of tiuth that these 
traditions contain is m6re .an aesthetic one taan a histori- 
cal one. 
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The question about ius date is yet a moot one 
Kahdas could not have lived earlier than Agni* 
mitra, the hero of one of his plays, belonging to the 
Sunga dynasty of ( 150 B. C. ) and later than Bana 
( 620 A D ) the court-poet of Harshavardhana 
( 607-64:i A. D ) or the Aibole inscription of Raviklrti 
( 634 A D. ). His data is thus circumscribed by these 
two dates Tradition places him in 100 B. C. as a 
contemporary of Vikramaditya who started an era after 
him in 57 B- C But this Vikram era is mentioned in no 
ancient inscription though the preceding Mouryan era is 
referred to in a number of writings about Chandragupta 
and Asoka. The first inscription that mentions this era 
belongs to Ghanda-Mahaseoa of the Chahaman family and 
it IS dated at 641 A D. The discontinuanca of the Vikram 
era for a long period of 800 years raises a doubt as to 
Vikrama himself and consequently of his contemporaries 
Kalidas and the nine ]ewels at his court. The nine jewels 
were all great men in tbeir own sphere and when separat- 
ed by a wide gulf of time might have been strung to- 
gether by a later admirer of theirs and made contempora- 
ries of the famous patron of learning The GathaSapta- 
shati^ that refers to Vikramaditya is of uncertain date and 
the Maharashtri in the plays of Kalidasa is posterior to 
GathaSattasan The prakritized form TJraiyur of Sanskrit 
TJragapur^ with the loss of two intervocatic ga and pa, is 
not a reliable philological transformation It is moreover 
located on the south bank of the Kaveri by the Gadwal 
plate of 700 A. D The close of the Sangham age must 
date before 600 A D, The reference to Uraiyur cannot 
take Kalidas before Christ The Bhita Medallion^ of 
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Sunga period represents a charioteer with a hermit stop- 
ping him from hunting and in the back-ground a 
girl watering a tree in front of a hut But no importance 
need be attached to this evidence’ as the scene might 
possibly have been borrowed from the Mahabharata 

There is an attempt to prove Ealidasa’s priority to 
Ashwaghosa by the allusions to Sarvadamanain Sakuntala 
and to the insanity of Pururavas that are discovered in 
some versesin Soundaranandaof Ashwaghosa of 100 A. D. 
This IS further supported by verbal and conceptual resem- 
blances between Eaghuvamsa and Budhacharita About 
the allusions, one might as well ask why the allusions 
should not be taken to refer to the same stories in the 
Mahabharata. The discovery of the plays of Ashwaghosha 
in the Luders Turfan mss. has conclusively established 
the antiquity of the Prakrits and thereby the priority of 
Ashwaghosa The percentage of short-metres in Ashwa- 
ghosha IS another evidence in favour of his priority, 

The evidence-astronomical and astrloglcal that we 
find in the works of Kalidas viz-the eclipses, the equaliza- 
tion of the mid-day, the zodiac sign Lion, the words Ucca, 
Jamitra — sets him difinately not prior to 350 A. D. 

We have thus seen that Kalidas cannot be taken to 
100 B C or 100 A. D There is no evidence to take him 
in the next two centuries even because there is no para- 
mount sovereign w'lth whom we can associate the high- 
patronage to learning, the era, and the reign at Ujjain 
The word Vikramaditya is not, therefore, a proper noun but 
a title and there IS evidence to show that this title w-as 
assumed by some illustrious kings of the Gupta dynasty 
Vikramaditya of Kalidasa is identified w'lth Chandra- 
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fruptn ir who wnc the Lord of Unain and who'^o coins 
found in Kathiawar show the tiilo and the data 413 A. D.’ 

TiiK title is .also nvsunied by Skandagupta (450 A. D ) 
ns ih maintained hv Pathak - O'lio pitronano t'latiKahdas 
en)orcd under the Guptas is componsatod by him by 
writing a paneg' ric pooni on the Guptas, allogorical nllu“ 
siors to whom hu* hidden under Iho hcroesof jtnghuvamsa. 
Kama and Pururians both loprc'^ont SenndaGupta.^ 
Kagliu in his orM-cennnesti conguors tho Ilunas w'ho 
bad settled on ’he b ink of the river Yanl.sii — the Oxus. 
(Indus, V L, ) Tie date of tho fir t csleblishmcnt of 
t ie Iluna empire on (ho Oxns is 150 A D and they were 
dsfeated hv Skaad 'iipta in 1.53 A. D It is maintained that 
K'did'is V .as an chbrU contemporary of Skandgupta* 
The r. foronco to flun IS in M. Bharat is ino’tpliciblo in 
tins Ihcorv 

l)r Ho-’rnlc' holds that Vi’.rimaditya is no other 
than Yn'^odharinan of Ujjain “who about tho year 528 
accomnlishcJ tho delivery of their countr/ from oppres- 
sion bv innictiiig a diciFiNO defeat on Mibirkula, aSaka 
king who was take i pnsmer’' and who is eulogisod in 
the Mandoior insci ipiion of 5.32 A D M M Ilaraprasad 
Shastn relies on the hislincal d.ata furnisl.oJ by Ragbu, 
VI and supports Dr Iloornlo Prof Bhandarkar^ takes 
some stanzas in Raglui Vi rotating to the King of Anhpa 
called Pratipa who liclongod to tho Kartavlryn lineage 
and had bis capital at Mahishmati This is, bo says a 
clear xcfercnco to the Kalchuri dynasty ‘‘Kalidaa flourish- 
ed about the middle or in the second or third quarter of 
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the sirfh century”. This date synchronises with the 
dates of Yarahamihira and Amarsinha (600 A. D.) who are 
made contemporaries of Ealidas by the Tyotirridabharana 
This work on astronomy has been ascribed to Kalidas and 
has been proved to have been written after the year 
523 A D j under the patronage of one Vikramaditya The 
work has been based on the theory of Varahamihira, and 
therefore cannot be given the ancient dite (B C 33 ) 
•which it claims This -^ork refers to Vikramaditya, 
in some dozen places and this Vikramaditya is the 
same persenality who ruled in Malva sixty years 
prior to the visit of HuoenTsang ( 629-45 ), who placed 
hii friend Matrigupta on the tarone of Kashmir,’ who 
was also styled as Shiladitya, by HuoenTsang, who put 
the Sakas to flight and killed them in the rlgion of 
Karur- the date of which has been proved to be 544 A D. 
' by Dr Fleet" - 

Kalidas thus hied in the middle of the sixth 
century 

Analysis of the works of Kalidas reveals the fact that 
they fall clearly in three periods Some of the works are 
purely drscriptive — ob]ective forms of poetry e g the 
Eitusamhara The objective element of pcetry came in 
course of time to be merged in the subjective element and 
gave us quite finished products of the mixture of th? two 
typified by the epics The dramas deal with only the sub- 
jective type The lyric of the highest form appears iu 
the Meghaduta The works record evidence for three dis- 
tinct periods in the developme t of the poetic genius of 
the poet. (1) The formative period when toe poet was 
assessing his powers, (2) the transitional period, (3) The 
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pcriol of perfection Of tlio tlirco dramas the Malvika A. 
and Vikrama U fall ^^ithin tha f-ccond transitional period 
while (ho Shahuntala— the perfect production is the fruit 
of tho Inst period It if but nntural that tho young novice 
should have (nod Ihf hand first at tho objective type of 
poetry and tl on gnlhorod s’renuth to write lucid exposi- 
tion on toe comploxitie** of the human heart The senti- 
ments and tl.oir ovpro-'-ion must liave come last of all in 
tho p rio.l of mntnro perfection First tho historical 
comeJy folio \cd hx (ho nnlhological comedy and crowm- 
cd by (bo ‘ontimcntal comedy- tins is the gradual process 
of the do;olopniont of poet's genius 

A close cxn-uina*'iou of tho poet’s feeling of diffidence 
with which ho introduces 'dalvika A.’ and its gradual 
trans'ormation t> tho feeling of confidence v/ith which he 
introduces his Sliihuntaln- ‘•hows that tho throe plays be- 
long to thoi different stages in the development of his 
dramatic geniu>. This is corroborated by the discnption 
ofFontim^mt, Tho abnorninl sensuality m the love in 
the Mal\ ikt A. is eo.isiderahly reluccd in Vikramorvashi 
and IS very rarely found in Slukuntali. Malvika is pure 
but IS brought up in the royal atmosphere and therefore 
can bo erpocted to bo familiar with tho working of love 
Urvashi is labouring under a curse which must have rob- 
bed her of the sonsitiveness to that sentiment. Shakun- 
talais purer and simpler still. The course of love again 
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is impeded in both by the hard rocks of jealousy oflravati 
and Aushinari while il runs smoothly and unimpededly 
in Shakuntala The finish and -the polish of language 
and ettiquette, the texture of plot, the unfolding of charac- 
ters leave no doubt as regards the fact that the skill shown 
iir Shakuntala must have been acquired by the poet by the 
initial attempts in the dramatics in Malvika A. first and 
Vikram U. second The authenticity of one penmanship 
of the three plays is clear from the phonetic and conceptual 
resemblances and the Prastavanas bear out unmistakably 
the fact that the renowned penman was Kabdas. 

“ His writings show indeed a keen appreciation of 
high ideal and lofty thought but the appreciation is 
aesthetic in its nature ; he elaborates and seeks to bring 
out the effectiveness of these on the imaginative sense of 
the noble and grandiose, applying to the things of the 
mind and soul the same sensuous standard as to the 
things of sense themselves He is the great, the supreme 
poet, post of sensesi of aesthetic beauty, of sensuous emo- 
tion He is, besides, a consummate artist, profound in con- 
cepbon, suave in execution, a master of sound and lan- 
guage vho has moulded for himself out of the infinite pos- 
sibilit-es of the Sanskrit tongne , a veise and dicbon 
which are absolutely tne grandest, most puissant and 
most full-voiced of any human speech, a language of 
gods 

Malah’Lagmmitra. 

‘‘ The subject of the three plays of Kabdas is taken 
from the heroic mythology and a royal demigod and 
nymph, of more than human mould are the hero and the 
heroine”^ In Malavikagin:ynitra the plot is so simple 
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There IS first the scene of prashnikatva — asamimation, 
“but none is so much eager and interested in deciding 
•whether Ganadasa or Haradasa is superior, as in bringing 
Malavika on the stage and displaying before the king all 
her personal charms The queen puts all possible hind- 
rances in the way and finally quits the theatre in anger 
The second occasion of Malvika’s introduction is another 
fine piece of poet’s invention The queen suffers a fall 
from a swing and Malavika is sent to kick the Asoka and 
get flowers Agnimitra who lies hidden offers himself to 
be kicked instead of Asoka but is discovered by the queen 
who gives a reprimand'. The fun reaches climax when 
Vidushaka advises the king to trust to his heels. 


The fourth act is another instance of the masterpiece 
of the poet’s inventive faculty. Malavika is put in a lock- 
up by the two queens but the serpent-nng on the finger of 
the queen is secured very cleverly by creating a sham 
commotion by the snake-bite of Vidushaka The ring — 
Nagmudra is given to the jailor and the prisoner is at 
large. The same act gives a picture-scene which achieves 
much in point of dramatic economy The vasoillating 
temperament of the king in point of love is brought home 
to Malavika who is sorry for the step she had taken ® The 
final fruition is put off by the sudden entrance of Iravati 
The last act unfolds the story of Malavika’s birth and she 
IS given ready admittance in the royal harem by the 
queens 
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Agniraitta is a prince of Suuga dynasty, *' He is a 
love-sick hero but the reports of the battles and victories 
Teminds us of his kingly functions and high importance. 
The curt reply from the Vaidarbha rouses his ire and heat 
once proceeds to arrest Madhaosena with whom he wants 
to have a matrimonial alliance. That he is a hero of the 
Shatha tvpe^ is clear from the plot which lie thatches in 
-consultation with Vidushaka and Pandita Kausiki for 
brinung together the rival , preceptors over the point of 
superiority of the knowledge of dramatics The underly- 
ing m tive in sounded by the qeean though very shrewd- 
ly he keeps himself away and leaves the decision to the 
Pandita. The bounding nature of his love is manifest 
from his eagerness to have a glimpse of Malavika^ for 
which he gets a retort from his friend.^ 

His love has for its ob]ect a dancing girl— a maid 
servant of the queen. It, therefore, shows a lower taste 
and goes against the chivalrous spirit of the king The 
stead-fastness of love is doubted by even Malavika in the 
picture scene. He is a man unsteady in love, wavering 
in confidence, with no initiative, afraid of the wrath of 
Iravati and relying upon the sublime and resigning tem- 
perament of Dharmi. 

The Vidushaka in this play is more a friend and con- 
fidant than a jester rf the king He along with Jayasena 
is connected with every affair of the king’s love which he 
manages very skilfully. He tries to snatch the bracelet 
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from off th.e king^s wrist to be given to MalovikE for her 
skill and thus kills two birds with one stone Even in 
biB ravings he does not lose the sense of propriety He 
creates a sham bustle over his "snake-bite and secures the 
Ting for the release of hlalavika from the jail for the ready 
and timely help that he gives to his friend to estricate 
him from ugly situations, he gets severe reprimands from 
the queen*’ He proceeds with the love-affairs more seri- 
ously than^his friend and contributes very little to the 
comic side of the drama 

The most effective characterization in this play 
appears not in male characters but in female ones and 
that too in the two queans Malavika is a princess of the 
royal blood of Vidarbha but is introduced as a waiting 
maid The king is impressed with her beauty when he 
sees her painted among the attendants of the queen It is 
her beauty that rouses the jealousy of the queens who 
keep her away from the king’s gaze ^ Her talents evoke a 
compliment from her preceptor,^ With boldness she 
appears m the open assembly and gives expression to her 
love for the king * She constantly importunes her heart 
to desist from the course of love as the object is too high 
to be reached ® She doubts the density and the smoerity 
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of the king’s^eeling. She is afraid of the queens She 
secures help from her friend Bakulavalika and her matron 
Kaushiki. 

AryaKaushiki records all the facts faithfully and calls 
them up with wonderful memory and vividness She is a 
sister to Sumati, the minister of Madhaosen. She believes 
in the courses and working of fate She puts faith in a 
certain prophecy that Malvikais to be wedded^with a king 
after one year She appears in the last act and narrates the 
whole account, as to how they came there and how she was 
driven to aooepb the red robes of a nun. She is not so much 
in the confidence of Malvika as Bakulavalika but she is 
thoroughly familiar with every item though she has no 
hand in its manipulation She is an instance of an old 
done-up lady looking with an indulgent eye on the pranks 
of love. She does not discourage them, she does not dislike 
them. Kamandaki of Bhavabhuti arranges every item and 
takes interest in it Kamandaki would have certainly 
taken part in the amorous affairs of the lovers, had it been 
allowed by the laws of the order to which she belonged. 
She must have been repenting for the rasp act of 
becoming a nun It is Kaushiki that calms down the 
mind of Dharini and strengthens her fortitude for 
giving the band of Malvika to the king.'^ She comforts 
the mind of Dharini She is an authority on the 
dance and on the cure of the snake-bite and alone 
among the women who speak Sanskrit. 

The queen Dharini is sister to Vlrsena of Anta- 
pala who makes her a present of his trophy — the two 
female captives. She is simple and sympathetic By 
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nature ste is free from jealousy thougli fhe is often 
roused to at by her oo-wife She give, her own anklet 
to Malvika when she is deputed to kick Ashoka for 
flowers She is very much moved by the sham bustle 
of Vidushaka’s snake-bite'^ She parts with her ring 
to be tried as an antedote, little knowing that the wily 
brahmin would make use of it in releasing the prisoners. 
Her resignation of will is so complete that not only 
does she unite the king and Malvika but she also sends a 
word of consolation to Iravati ® There is a just cause for 
anger but she rises above it by her grace, dignity and 
magnanimity Dharini is an ideal Hindu woman, calm, 
tranquil, sublime, prizing the husband’s happiness most, 
easily moved to pity and charity 

Iravati is a matter-of-fact lady She does not 
depend so much on ceremony It is her jealousy and 
passionate impetuosity^ that the whole plot moves 
round. She is not mindful of the right and rank of the 
king* nor is the king on his part very much favourably 
impressed by her. The unsteadiness in the love of the 
king makes her so restless that she is led to an outbreak 
against him She charges the queen with partiality to- 
wards Malvika^ Even up to the last she does not forget 
her dignity but sends a word through her maid when the 
king is led to enjoy perfect happiness 
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Viki atnorvashtyam. 

This play shows an advance in imagination over 
the preceding play in wtncli the characteTs and situa- 
tions have the solid, historical back ground Here 
there is the mythological back-ground. Further ad- 
vance of creating human figures of airy nothing is still 
reserved for Shakuntala. If the current of love in 
Malvika is checked and impeded by social decency, here 
it runs in a passionate and undisciplined way. The 
central theme in Malvika is romantic though the 
situations are realistic. The personages and situations 
of the superhuman portion of the drama are both ele- 
gant and picturesque and the grouping upon the peaks 
of the Himalaya or the descent of Narada through the 
fi,elds of ether, the transformation of Urvashi into a vine 
are the results of the superhuman element which is 
at work. 

The story of Pururavas is told not so much in con- 
formity with the version of Puranas, which is given 
as follows • “ A celestial nymph loved and married an 
earthly king, warning him, however , that she could abide 
with him only so for as he would be careful that she should 
not behold him disrobed. For many years they enjoyed un- 
alloyed happiness when her companions the nymphs and 
the spirits who had sorely missed her resolved to bring 
her back by stratagem and contrived by sending an 
opportune flash of lightening at night that the condition 
of her existence on earth should be violated . In that 
flash she saw her lord divested of his robes and with a 
wail forthwith vanished The king mourned for her and 
sought her all over the world until after long sorrowful 
wanderings he found her and ttiey were miraculously 
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reunited " The story occurs in MatsyapyrSna and in 
Shatapatha Br The change that the poet has wrought in 
this original is highly romantic The ugly and indecent 
condition, viz the disrobing on the part of the king has- 
been changed to the sight of the son’s face The play 
is also said to be a dawn-myth put into a dramatic form 
The nymph Urvashi is turned into a vine as soon as 
she beholds her lover Urvashi is another name for 
dawn. Her lover is the Sun. The vine bleeds and speaks 
when broken. It appears in this form in the Greek my- 
thology and the ballads of the middle ages Urvashi 
belongs to the kind of species known as apsarasas which 
are supposed'to have semi-divine powers and to have an 
acquatic origin. The acqnatio origin and human speech 
are biologically impossible to be associated Ethnologically 
they must be a people very beautiful, living in huts 
erected on and supported by a pillar fixed in the centre 
of a lake It is the wild fancies of poets that have made 
the Gandharvas, and Apsarasas as more superhuman, 
more etherial, more ideal 

“ Trivial as the incidents may appear, unimportant 
as may be the loves of the hero and the heroine, both 
persons and events are subject to an aweful control 
whose interference invests them with a dignity superior 
to their natural level . Fate is the ruling principle of 
the narrative and the monarch, the nymph and the 
sovereign of the gods himself are portrayed as subject 
to the inscrutable and inevitable decrees of destiny 
The simplicity of the story does not admit of much 
display of character but the timid constancy of Urvashi 
is not unhappily contrasted with irresolute haughtiness 
of the queen The poet too has shown himself not un- 
acquainted with the spfings of human feelings and his 
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observations on the relations of the sexes in domestic life 
are equally shrewd and The feeling of love is 

shown with all the usual and necessary accompaniment, 
but it is defective in this that the love is not first-hand— 
not chaste on both the sides. Hod Urvashi been a simple, 
coy maiden rescued by the chivalrous king not owning 
any harem, thosconowouldhavo boon very grand Thechief 
charm of this piece is its poetry. The story, the situa- 
tions and the characters are highly imaginative and 
nothing can surpass the beauty and justice of many 
of the thoughts 

The incidents in the play fall into two groups that 
are separated by a wide gulf of time. The first three 
acts require a fortnight A. period of twelve years passes 
between the third and the fourth. 

The beginning of the ploy 18 similar to that in the 
ploys of Bhasa (the chirping sound of birds ) The poet 
goes on with a cautious step The first act depicts the 
mental perturbation of the Apsarasas, the rousing of the 
chivalrous spirit in the king’s heart , the defeat of the 
demons, the consequent rescue of the damsels, the fainting 
and the recovery of Urvashi The love appears in both 
the aspects — the Sambhoga and the Vipralambha. The 
seed is sown in the mutual glances at their first meeting, 
The feeling takes such long strides in its development 
and influence on the king that the change in him is 
easily betrayed to the queen. She already possesses a scru- 
tinizing eye and she deputes her maid, her wily Oheti 
to have further light thrown on the affair. The second 
act is a little prolix in as much as it contains two in- 
cidents — the arrival of Urvashi and the dropping of 
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the bircli-leaf — achieving the same dram’afcio purpose. 
The hiTch-leaf is a romantic expedient as an epistle of 
love and is useful afterwards in aggravating the jealousy 
of the queen But the appearauce of TJrvashi serves no 
end. On the other hand the scene would have been 
more pathetic had she been kept away. The same birch- 
leaf Is inadvertently lost by Vidusbaka, goes furher in 
the custody of the queen and is turned to account after- 
wards for silencing the king who wants to evade 

The progress of the love is compared to the current of 
a river dashing on hard rocks' There is once more the 
prospect of reunion in the curse and the counter-curse 
consequent upon inadvertence on the part of Urvashi 
on the lieavenly stage The whole plot can be said to be 
a uni-thread texture though there is the minor thread of 
Chitrarath and the heavenly paraphernalia interwoven. 
The play is a love-frolio in a royal house-huld like Rat- 
navali or Malvika, with this difference that TJrvashi is 
a celestial nymph possessing some mystic — superhuman 
powers She can witness in person the pitiful condition 
and the piteous accents of the king and can remain un- 
seen The vow — the gratification of the lovers which 
the queen undertakes besides manifesting a romantic 
element, throws light on the charicter of the quean 
and thereby on the wife-folk of ancient India The ob- 
struction in the way is removed by the sacrifice and 
resignation of the queen who expresses an honest wish 
for unity between herself and her rival 
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tion and king Skandagupta on that of history^. He is in- 
troduced in the play engaged in a deed of ohivalry-a 
skermish with the demons for the rescue of damsels. He 
is very highly connected, claiming his birth from the 
Moon^* Like the kings of the ancient time, his valour en- 
titles him to an invitation from Indra whenever any 
fight is imminent, but unlike them he possesses a sense 
of modesty wlien he attributes all his successes to Indra^. 
His; ardour for valour never flags. Being undaunted he 
desires fcr further encounter The sentiment — whether 
of heroism or of love is unadulterated with hypocricy 
The sincerity and intensity of passion go to the length of 
driving him to insanity In addition to the lack of ini- 
tiative which is common to all the heroes of Kalidasa, Puru- 
ravas suffers from the lack of self-restraint and manli- 
ness This IS why he in a passionate dispair raves at the 
sudden metamorphosis of Urvashi There is a mixture of 
sense and non-sense, of sanity and insanity, running in 
and out of one another and adds to the mystery of his 
nature He has got his own attractiveness He is deli- 
cate of body, sensitive as a child and fearful of the un- 
favourable tidings about his lost beloved He trembles 
before the unansweriug trees and birds Even in the midst 
of affairs of both love and war he never forgets his attend- 
ance to the solar deity. He possesses a deadly armoury. 
Just towards the end, his feeling suffers a sudden change- 
the conjugal love giving place to filial and parental 
love 
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The Vidushaka, his friend, is not a good companion. 
He never takes the responsibility of extracting the king 
from awkward positions in the love affair but on the other 
hand creates more. He is stupid and clumsy, quite in- 
capable of holding in any secrets He is not only not 
resourceful as his name-sake in M, A. but spoils 
the resources at his disposal. He loses the birch-leaf 
letter and creates the whole trouble for the king The 
humour that he breaks out in is of the routine type — 
pertaining to the attractions of the kitchen, deformities of 
his ov/n person and the treatment of him as a butt by the 
maids of the queen 

Ur vashi belongs to that species of beings called the 
Apsarasas who can be said to be the courtezans at tne 
court of cods and hence she does not mince matters with 
her friend regarding her love ond enticement by the king 
The feeling of shame is cast off by her and she at once 
admits that the god of love is sent by her as a messenger- 
In these frank admissions of the workings of her heart in 
the unimpeded course of love she can be compared with 
Vasantsena The feat of chivalry on the part of the king 
sows the seed of love which shoots up and grows so 
luxuriantly and absorbs the mind of Urvashi so much 
that she is landing herself into errors in the presence of 
the austere audience Even though her status allows her 
to proceed ardently in her affair, she is afraid of the queen. 
The sentiment with which she is affected, though intense? 
is not sublime. It makes her blind to the other sentiments 
of the human heart -The love is selBsh to the core For fear 
of separation from her lover she foregoes the delightful 
fondling of her child and thus betrays a woeful lack of 
motherly love. 
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Aushinan is a dignified queen She has not got that 
composure of mind which is with Dharini in M. A 
In a fit insane ]ealousy and anger she leaves the king, 
goes to the garden to soothe down her excitement but finds 
there one more adlitional ground for aggravating her 
jealousy — the brich-leaf letter Like an ideal and dutiful 
Hindu woman, she persuades herself to accept the affair 
in good grace She repents for the har^h treatment meted 
to the king for hi^ deviation and proceeds herself to per- 
form the vow — — gratification of her lord. She 
sacrifices her love and secures the pleasure of her husband^ 
in which point she serves a good counterfoil to the charac- 
ter of Urvashi who sacrifices every thing for her selfish 
love 

Slialaintala 

No composition of Kalidasa displays more the 
richness of his poetical genius, the exuberance of his 
imagination, the warrarh and the play of his fancy, his 
profound knowledge of the human heirt, his delicate ap- 
preciation of Its most refined and tender emotions, his 
familiarity with the workings and oounter-v orkings of its 
conflicting feelings — in short more entitles him to rank as 
the Shakespeare of India” ^ This play gives the sweet 
union of E irth and Heaven according to Goethe who takes 
Eaith to represent thoughtlessness, sensuality, sin or fall 
and Heaven to represent merit, virtue It is a combina- 
tion of sin and merit according to Tagore, and this com- 
bination is illustrated by the poetic histiry of the two 
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oh.ara3fcers t'he marriage of Navamalika and Sahakara, 
the union of two type, of love — the Satvic and Ra^as — 
of conscious and sub-conscious sentiments and finally of 
Heaven and E irth are so many side-lights on the alle- 
gorical significance of the theme— call it then a .physical, 
metaphysical, sentimental or spiritual allegory, The play 
presents a conflict between two very dominant human 
feelings — sense of happiness and sense of duty — answers 
and solves the riddle of life in its brighter aspect. It thus 
disprove! the charge that ‘it moves in a narrow world far 
removed from the cruelty of real life and that for the 
deeper questions of human life Ealidas has no message for 
UB."^ The characters fall into two distinct groups accor- 
ding as they move in two different atmospheres — tem- 
porary and permanent, civic and rustic, equivocating and 
truthful, sinful and sinless or innocent 

The bony structure of the incident is taken from the 
Mahabharataandseensto have been improved upon by the 
poet. The new elements introduced by the poet have given 
quite a different appearance to the original episode and 
justify the port’s claim to originality and explain why he 
laid his hand upon an already known incident The curse 
and the counter-curse of Durvasas, the flight of Shakun- 
tala witn Menaka, Dushyanta’s help to Indra are new 
events. Durvaba. Mancha, tiie boy-ascetics, the maids, 
the vidushaka, tho fisherman are new charact-rs and they 
pour lite-spirit in the original dull episodOb consisting of 
the hunting, the sight, the marriage, the dispatch and dis 
avowal of rfhakuntala. 

The striking sameness in the ring-and-fisli incident 
told by HoroJoins in his story of Polylcrates and told also 
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by Kalidasa has led some scholars to suppose that the 
Shakuntala IS founded on one of the most universally 
familiar stones of European folk-lore. The lover in both 
the stones, stricken by a wicked spell, forgets his love, 
recovers his memory of her only on seeing the golden 
ring he gave her and which is brought back to him under 
a variety of romantic circumstances Kalidasa produces 
the ring by the force of sheer accident The ring is dis- 
covered in the stomach of an exceptionally fine fish 
caught in a stream into which Shakuntala had accidental- 
ly dropped it and the fisherman, accused of stealing it, is 
brought into the presence of the king for 3udgment , the 
ring IS produced and the moment it catches the monarch’s 
eye, he awakes as from a trance and asks for his wife 
The 'resemblance in the stories though certainly very 
astonishing does not warrant any inference as regards 
the debt of borrowal on either side It is possible that 
both the poets were struck by the homely aspect' of the ring 
and made its use in the build of the plot independently 
of each other The ring, on account of its inseparable 
association with the finger and its tiny form, serves as 
a good means to accelerate and accentuate the speed of 
the dramatic action. It is always a theme for a sub- 
current that wields a tremendous influence on the mam 
one It IS an easy but sura means of recognition and 
identification. Persons may change, sentiments may 
transform, properties and authorities may transfer hands, 
but the ring remains firm and steady under the most 
trying circumstances and consoles the grieved. Such a 
handy means is too common in everyday life not to be 
availed of There is a ring in Ramayana which is handed 
-over by Hanumat to Sita who is satisfied as regards 
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the peTBonation of the spy. The rmg is in M. k, in. 
Mudra R and in Ratn&vali 

The ring episode is the centralising force in the action 
of the drama from the beginning to the end. The initial 
insignificance of it gradually assumes significance and 
becomes the sole attractive force at the end There is 
nothing unusual that it is on the king’s finger, that ho 
offers it compensating the debt of her friends, their 
modest reluctance for its acceptance, the presentation of 
it to Shakuntala, the loss of it by her, the gulping of it 
by a fish and its final restoration In spite of the great 
magnitude of mischief that is wrought by the ring, it 
comes out as a harmless means when Mancha discloses 
the account of the curse of Durvasas. The recognition 
that IB fiohieved by the ring is also achieved by another 
means, viz - — the (the magic box) Wifei 

husband and son are all recognised by these two means 

The play gives the welding of three threads, two major 
ones -one referringto Dushyanta and his royal household, 
the second referring to Shakuntala and the sphere of hermi- 
tage and a minor one — that of Mancha The bi-polar weld- 
ing continues upto the last act where the third thread 
comes in. The king is introduced as seeking pleasure in 
hunting The king, a frequenter of the harem as he was, 
could not have been so very easily extricated from off the 
ties of his harem and from the responsibilities of his court 
and chamber and could not have been brought so very near 
the scene of romance as is done by means of hunting. 
The scene again incidentally throws a number of side- 
hints — the king’s youth, his jovial temper, his agility, his 
delight in manly exercises, his command over and 
respect from his soldiers The stretched bow is readily 



•wound up at the request of Vaikhanas who I'eing pleased 
with this piece of conduct of the king confers on him 
a boon’. This puts a stop to all speculations as regards 
the final catastrophe Through whatever calamitous 
situations the hero and the heroine may pass, one thing 
IS quite clear to them — ‘‘the king is to get a sovereign 
son ’’ Another indication comes later on regarding the 
possible adverse change in the fortune of the heroine. 
The Muni — the foster-father had repaired to some Teertha 
to perform some observances to avert the evil The 
minds are thus prepared for the eventuality The plot and 
the characters develop so rapidly in the first act that the 
poet has no time to explain the situation The plot moves 
on of itself The characters plod on in a way quite uncon- 
sciously to them or to those who surround them Every 
thinghappens in accordance and consonance with the gene- 
ral trend of the scene and inharmony with the high notions 
of romance In the second act the king stops and takes 
stock of the events that passed before him in a dramatic 
way. The second act is a reflection of the first and ex- 
plains the psychological basis on ■which the events in the 
first act appear to have rested The seed is sown in the 
first interview The second act describes the mental con- 
dition of the king, his eagerness to proceed further to- 
•vi'ards the end The third act sheds further light on the 
feeble conditions of both the parties that are brought face 
to face and are thus convinced of each other’s sincerity 
and the galloping nature of the feeling of enamourment. 
There are two pictures in this act— the love-perturbed 
state of mind of Dusbyanta and the simple, innocent girls 
trying their best to assuage the worst effects of a feeling 
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■^hich they cqjild not dm^nose, attributing the derange- 
ment to Madan on the evidence of analogy of which they 
had heard in itihasn-nibandha. The su pressed feeling 
find forcible expression in the case of Shakuntala who 
improvises tlie writing materials and puts forth a love- 
epistle The scene proceeds smoothly in two different 
streams which further unite at the entrance of tne king. 
The maids shrewdly retire , the lovers get confidence but 
both labour under the restrictions of society The scene 
IS interrupted by Gautami who comes there inquiring 
after her health' Thus they part to tiste the cup of 
rniiCries kept in reserve for them by destiny.^ 

The fourth act is the key-stone in the arch of plot- 
architectuie at which the plot presents a pleasant static 
condition The whole hermitage, human and otherwise, 
IS bidding good-bye to their mistaess who had endeared 
herself to them by her genial and affectionate company. 
Each one of them typifies a certain aspect of the senti- 
ment of pathos w'hile Eanva is pathos incarnate. He 
gives expression to the be^t Bentiments and is con- 
vinced of the divine aspect and potentiality of the union 
by tbe bodiless speech, at which he gives a long breath of 
relief^ 

Whatever be the other aspects of life that this drama 
may represent, it surely represents the strife between 
forest life and civic life The struggle reaches its climax 
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in the fifth act where an open challenge ib (jeered hy the- 
simple and guileless ascetics to the foxe-most in the oivia 
life - the king Maidens and boys, Kanva and Gautami 
are taken in by the high-sounding utterances of the towns- 
man who is conversant with the aflfairs of the world 
They are ignorant and innocent of the many-sided deceit- 
ful devices of the court The unmasKing of ShakuntalS. 
has unmasked the king who has his nature turned naked 
and vho struggles to find shelter in prophecies and curses 
Victory, of course, belongs to the forest life because it is 
ready to sacrifice and submit to the wiles and guiles of the 
to^ n life 

The Vishkambhaka of the sixth act carries the same 
struggle further by presenting a broil bet^^een the simple 
fisherman and the police in which the former comes out 
triumphant though vith a good deal of sufferance It is 
this realism that appeals to the pit and gives to the drama 
a realistic touch There is idealism at the beginning and 
the end of the drama while the intervening acts present 
realism The sixth act is important on account of the 
intervention ofthe superhuman element in the course of 
the plot When the things present an inexplicable front 
then the simple credulence or faith of the people in the 
mysteries of the superhuman has to be exploited. The 
Purohita had offered a sound suggestion out of the impasse' 
but the event would have lost its charm and have looked 
too piL sale, had it been allowed to take place The play 
would have ended there. The superhuman, therefore, comes 
in and astounds the people including the king as regards 
the real nature of Shakuntala. 

The superhuman element works under a variety of 
circumstances in the ShSkuntala Kanva comes to learn 
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of the piece of indiscretion on the part of Shakuntals by 
inward vision. The curse and the counter-curse of 
Durvasa?, the creepers bestowing ornaments, the nymph 
suddenly carrying away Shakuntala, Sanumati witnessing 
the love-stricken condition of the king, Matali appearing 
through the mid-rigion, Dusbyanta accompanying him 
in the aerial oar, the herb transforming itself into a 
serpent are all instances of the working of the super- 
human element in the play 

The scene of repudiation is very forcily worked ouh 
The resolution of the plot commences from tiie sight of 
the ring which brings the king back to his consciousness 
and puls him in deep despondency The festival of the 
season is prohib tsd and all the 3ubilations stopped The 
despondency is heightened by the mention of the merchant 
who leaves a large property but no issue in spite of his 
big harem. A rollicking humour is created by getting 
Vidushaka caught m a trap of Matah who appears to 
invite the king for a fight against the demons. 

The final scene reflects credit on the poet’s sense 
of propriety The union is effected under an atmosphere 
of piety in the hermitage of the Sage Mancha’. The 
piety is again heightened by the topic that is discussed 
there . The repudiation of Shakuntala necessitated some 
such scene. Both the first inception of love and the 
final fruition take place under the auspices of two revered 
sages ". The affair though blessed by the sages suffers 
reverses only when it departs from their holy influence 
and is transferred to that of the king Marioha’s hermit- 
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age has got all the simplicity and innocence of Kanva’s 
hermitage and in addition is more devine and more 
mature in thought. 

In the first part of the drama the notions of both the 
hero and the heroine do not pertain to the devine aspect 
of ‘Love’, because they both seem to be high devotees 
of the “ Love at first sight “ Who ever loved that has 
not loved at first sight?” seems to be the dictum of the 
poet laid at the basis of the play It is the uncertainty of 
the sentiment that leads to the final tragic catastrophe 
Hot only vith Shakuntala, but with both, ‘ all is a matter 
of heedless and headlong love at first sight’ Both suffer 
on account of their incorsiderate conduct and it is by 
this sufferance that the rajas nature of love is whetted to 
its divinity 

There are tw'o clear aspects in the character of 
Dushyanta The first appears when he talks highly of 
himself — that he IS a Paurava, and that nothing is in- 
accessible to him, that all movements of Shakuntala con- 
cern himself The other aspect appears tou ards the end 
when he appears to be influenced by the di\ine in nature, 
feels the throbbing of shoulders, sees a boy, takes him 
to be a part and parcel of some divine lustre, seas the 
sovereign features on his body, feels the son’s touch and 
expects that his mother must be Shakuntala and that 
Shakuntala is no other than his consort And agreeably 
enough all that he expects comes out to be true The 
over-confidence and self-respect in him reach a climax 
in his case and bring upon him a deserved retribution in 
the separation of his lady-love The sin is committed 
and the retribution come^^ upon him so mercilessly that 
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he rouses pit^ in us. ** This link between sin and re- 
tribution, ” according to Moulton, “ becomes a form of 
art-pleasure and no dramatic effect is more potent than 
that which emphasises the principle that whatever a 
man soweth that shall he also reap ” The two aspects 
of raias nature seem to be in conflict in the character of 
Dushyanta He loves the right thing and for the right 
reasons. Then he is careless of self-interest, loves 
Shakuntala not for anything else but because she attracts 
his soul.^ He really knows nothing of her, is wonder- 
struck at her inexplicably mystic appearance in the muni’s 
hermitage ^ The prevailing, all-powerful influence of 
love IS seen throughout the play in all its different aspects 
“Cupid IS represented in his novelty, cruelty, in his freak- 
ishness, who makes his victims in the play suffer — 
now kinds now cruel, now hoping, despairing, accepting, 
refusing, yielding, repelling, fanciful and serious ’’ 

But even this love is a second maid to his fondness 
for martial and hunting exploits. The first and the last 
impression that he leaves is that he is predominantly of a 
hunting and fighting temperament The disturbance in 
his sentiments is well expressed by himself ® 

From beginning to end, Dushyanta shows a woeful 
lack of initiative in all his dealings resting more or less 
on the course that the events take Fortune, of course, 
always favours him In the love-affair in the first act 
and also in the filial love in the last he relies more on 
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psychological inkling and falls into a piece ^)f inconsider- 
ate and rash conduct The desire to pay homage to the 
patriarch and to enjoy the hospitality at the hands of the 
maids, the acceptance of the request of the sages to guard 
the hermitage, the dispatch of Vidushaka back to his 
capital, the brave avowal of love to the maids of Shakun- 
tala, the repudiation of love in the open court done in a 
way quite detrimental to the honour of a woman, filial 
yearning towards the child, are events that point to the 
want of cousiderateness, a sign of weak-mindedness 
which errs more in struggling to find support in some 
psychological or physiological suggesstion There are 
contradictions in his utterances * Rightly has he been 
guaged by his friend vho taunts him many a time 
1 %? &c and also by the straightforward 
(cf ^ ) ‘‘ Dushyanta's 

attempts to conceal his identity as a king probably with 
the sinister purpose if Shakuntala would have him for 
heraelf leads him most pathetically from oue lie to 
another ” The utterances are so many shrewd equivoca- 
tions The divergence in tne utterances of charactei’s is 
defended by some, attributing it to the moral tone of those 
times and maintaining that the ideals of morality were 
much lower, and the purity of life was less valued. The 
attempt, how ever well-inteutioned it may be, is far from 
being scholarly 

A human being, according to the Hindu theory of 
karman is the result of his past accumulated actions 
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done in his plisfc lives The genetic transmission of the 
parental characteristics, the surrounding circumstances 
are some of the many factors that operate upon the human 
being along with the accumulated merit of the past lives. 
Shakuntala is a fine instance of a character that shows 
the influence of the parental characteristics, and the force 
of circumstances. She is an offspring to Menaka from 
Vishwamitra and is brought up under the pious influence 
of Kanva The bark-ware which she puts on, the work 
of watering the cieepers and the uncommon youth and 
beauty are at once the force of circumstances but the 
ambitious desire expressed in the demand of sovereignty 
for her male issue is an outcome of her inner nature. 

A-gain, youth and love play havoc in the hearts of 
girls but that they should have found a situable field in 
Shakuntala leaving Anasuya and Pnyamvada quite 
immune from them shows the influence of Menaka 
on her The climax of vice or virtue always lends a 
charm to the action. That both the hero and the heroine 
should love each other at first sight is natural but that 
both should proceed straight-way to marry is indiscrete 
Dushyanta’s case is a fine example of the retribution that 
comes upon a man when inconsiderateness reaches 
a climax. It is this bitter experience which Dushyanta 
and Shakuntala get that forms the thesis of the play 

Shakuntala is a coy maiden of the hermitage. She 
IS beautiful’ and simple^ The sage shows great confidence 
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in her powers when he engages her to do thecduties of & 
host in his absence Fortune does not favour her from the 
beginning The abandonment by her mother, the chance- 
nursing by a Shakunta bird, the curse of Durvasas, the 
loss of the ring, the damage to her honour, are a few of the 
many oppressions of fate She rises above all these, treads 
very cautiously on the path of love, and endears herself 
to the domain of the hermitage by her sweet conduct. 
When the worst comes in the wreck of her honour in the 
presence of her relatives she breaks av ay from decency 
and pleads her own case and submits with a resignation 
quite similar to that of Sita of the Eamayana “Shakuntala 
IB shou n ]iist after the first interview to have been lifted 
as it were b.'^ love in a few days out of simple and in- 
nocent girlhood into mature and considerate womanhood. 
The progress of love makes a good advance through the 
villing co-operation of her two friends, A.nasuya and 
Priyamvada and the easy consent of her foster-father 
Kanva There is shvness on both sides — perfect silence as 
regards expression of their passion until nature impels them 
to give expression to it And when one of the party fears 
that the sentiment for which she sacrificed her coyness as 
a maiden and good-will of her father is in danger, all the 
frankness at her command is summoned with boldness 
and anunmincing confession of love is made She is not 
ashamed of it It is her glory and it is her ]oy though it 
13 her necessity Shakuntala is the image of deep, true 
and imaginative love, love as a passion not only of the 
senses but of the intellect and soul Her natural tender- 
ness comes out in all its magnitude when she is in love. 
The tenderness, loneliness, imagination meet in words and 
as her tenderness increases afterwards, so also does her im- 
agination as well as her sefise of the matter-of-fact world 
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expand with, it. The atmosphere of love pervades Shakun- 
tal&’s sphere of influence which creates love in whatso-' 
ever or whomsoever it touches. The love has got' a remark- 
able resignation to the ad versness of circumstances, willing 
to hold, oneself accusable rather than the culprit himself. 

The Vidushaka here is not strictly a confidant with 
the king who narrates the whole love-affair to him but 
nullifies its effect by saying that it was all a joke. Once 
only does his conventional trait — the fondness for eating — 
raise its head up^. Not being a party to the king’s secret, 
he IS not pursued either by the maids of the queen nor is 
his help sought by Shakuntala’s maid. Oortipared with his 
n&m'&sakfts. m other dsaTnas, ttna mao ra o chwe/itar. 
To Kalidasa perhaps the creation of humour did not matter 
so much as the creation of the more powerful and serious 
sentiments Shringar and Vastalya Kanva is an * ascetic 
without a child, who lavishes on his adopted child all the 
wealth of hia deep affection and who sends her to her 
husband with words of tender advice. He 3s brilliantly 
contrasted with the fierce pride and anger of Durvasas 
who curses Shakuntala for what is no more than a girlish 
fault and the solemn majesty of Mancha who though 
married has abandoned all earthly thoughts and enjoys 
the happiness of release^" 

Both Anasuya and Priyamvada are literally true to 
their names, one being free from jealousy, serious and 
sensible and the other a sweet-talker and gay They are 
of the same age, of the same feeling, of the same thought 
and action, — their sameness being extended to every 
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possible thing There seemed to he apartness only in their 
bodies but not in their souls ' Of the two boy aseotios 
IS proud while is calm and restrained. 

The language all through possesses a high tone and 
pitch of elegance Words and expressions that come out 
of the lips of any character are appropriately polished 
according to the social etiquette There is not too much 
of polish which always smells want of sincerity The 
observance of natural and usual etiquette gives a touch 
of naturalness The real merit of the poet lies in his sug- 
gestiveness and the use of similes which is his foite^ 
The similes render the style brilliant and fascinating 
The st7le is Vaidarbhi and hence possesses the ten quali- 
ties of both sound and sense e g ma 3 esty, elevation, clear- 
ness, beauty, elegance, softness, precision, similes, 
etc The sources from which the similes^ have been 
taken cover all possible departments in the universe 
‘‘ heavens, earth, biological and zoological kingdoms, 
domestic life, family relations, social life, mythology, fine 
arts, mental stages and conventions — poetic or otherwise ’’ 
His comparisons are imaginative, intellectual, emotional, 
and conventional There is novelty and variety in them 
They are direct, short and pithy and there is freedom of 
spirit about them, 

f 3T|r i 
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3 Similes in 'Kalidas — Gode, FOG 



CHAPTER V 

Bhavabhati— The poet-Oramatist. 

Bhavabliuti breaks tbe reticence that is usual witb 
Sanskrit poets and enables us to stand on some terra firms 
by giving information about himself in the introduction 
of his Mahavlrachanta. It is as follows — ^ 

“ 311% \ cl3l 

51^'^ aRi^Pci 1 ^5111^1 qr3iti2[?Tn%^ 

We thus see that Bhavabhuti was born of Jatukarni 
and Nilkantha, son of Gopal Bhatta residiog in Padma- 
pura in Daxinapatha. The family of Udumbaras to which 
he belonged claimed lineage from Kasbyapa and followed 
the Taittiriya Shak'ia. Tradition clusters round the name 
of the poet which was Shnkantha first but was substi- 
tuted for Bbavabhuti through the favour of Shiva who 
gave ashes to him An identity is established between 
Bhavabhuti, TJmveka and Mandana^ though it is contra- 
dicted by solid evidence, we. 1 TJmveka and Mandana 
were two different porsonalities according to Ghana- 
Bhyama,his commentator, 2 Bhavabhuti betrays sympathy 
for Budhism. This confusion is due to his proclivities 
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towards sacrificial activities which he had inherited from 
his ancestors who were and ^T^T^npTIT^s He was a 
grreat student of sacerdotal learning a great mimamsaka 
and claimed the discipleship of Kumarilabhatta ’ As 
against this he mentions one as his guru who was 

a Is this word to be taken as an epithet ? 

Opinion Is divided as regards the locality of his place 
of birth Ghanashyama puts him down as a native of 
Dravida country from his style This is corroborated by 
the familiarity vith which the scenes round about tha 
river Goda and the outskirts of the Vindhya mountain are 
described in U R and M M The same familiarity is 
also noticed in the descriptions of scenes round about 
Kanou]-e g. the village Kalpi, its Shiva temple and its 
festival at vhioh his plays were staged The rivers Sindhu, 
Para, and places Madhumati and Padtnavati can still 
be identified ^ Dr Bhandarkar makes him a native of 
some place uear Chandrapur or Chanda in 0 P In face 
of this diverging evidence it can be said that the place 
of Bhavabhuti’s nativity was not the scene of his literary 
triumphs and that these were attained under the patro- 
nage of the prince of Hindustan 

This prince of Hindustan was Yashovarman of 
Kanou] The chronicle of Kashmere mentions another 


Colophone of one ms of M M 
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poet named Vakpatira] who lived at his court along with 
Bhavahhuti.* 

Yashovarmau was subdued by Lalitaditya of Kashmir 
who ruled from 693-729 A. Vakpati makes a eulo- 
gistic reference in his Gaudvaho to the nectar-ocean of 
Bhavabhuti’s poetry which he has laid under ^ The same 
prakrit poem of Vakpati describes a solar eclipse which 
has been dated by Jacobi on the strength of Chinese chro- 
nology at 14th August 733, A'D This fixes the date of 
both Vakpati and his preceptor Bhavabhuti. 

Bhatta Kumarila who was a preceptor of Bhavabhuti 
lived just a little prior to Shankaracharya whose date has 
pretty nearly been settled to be 800 A D. “Bhavabhuti 
falls, therefore, between the last decades of the 7th and the 
early decades of the 8th century.” The absence of re- 
ference to Bhavabhuti in the long list in Harshacharita is 
due to the fact that Bana lived in the first part of 700 A D. 
The date is further circumscribed by the quotations from 
Bhavabhuti given by Kshiraswami who was the teacher 
of Jayaplda^— the grandson of Lalitaditya Amongst other 
writers that refer to Bhavabhuti are Kshemendra, the 
contemporary of Anantaraj of Kashmir (1028-1063), Baja- 
shekhara, the priest of Mahendrapala of Kanau] ( 903-967 
AD), Dhananjaya and Dhanapala, patronised by Munja. 
(974 -995 A D) and Vamani ( latter half of 800 A. D )^ 


1 i 

2 Cunniughani 696 A D (Pandit) 

4 751-785 A D Dr Bhaudarkar St M 
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The two traditions that fix the contempofaneity of Bha- 
Tabhuti and Kalidasa have not got any historical truth. 
The of Ballala makes Kalidasa, Bhavabhuh, Bana, 

Mayur simultaneously enjoy the patronage of Bhoja, the 
king of Dhar But the work can only be received as an 
authority for the priority of the writers described in it to 
the date of its own composition, or as an authority for 
their gradation according to their literary merits, the 
grouping whether of place or time being altogether fanci- 
ful The other tradition refers to the change of A.nuswara 
in the line— 3Tf%f^dJrriqrm 5 1 

This date is in harmony with the internal evidence 
The horrid element and sentiment described in the fifth 
act of M M — the conduct of the two blood-thirsty 
characters, A.ghorghanta and Kapalakundalais similar to 
what we find in some places in the Dashakumaracharita 
of Dandi, ( 700 AD) and m the fourth uchhvasa of 
Harshacharita of Bana The scenes appear to be charac- 
teristic of the same agei The society painted in the plays 
belongs to the same age The manners are purely Hindu 
without any foreign admixture Women of rank could 
appear in public without a tiraskarini ( mask ) ‘‘ The 

licensed existence of Budha ascetics, their access to the 
great and their employment as teachers of science are 
other peculiarities characteristic of an early date The 
w'orship of Shiva in his terrific form and the prevalence 
of the practices of yoga are indications of a similar ten- 
dency With respect to the yogins by whom mystic rites 
w'ere mostly cultivated, it may be observed that there are 
many reasons for giving them a remote date ” The people 
were running mad after the dreadful and heinous in 
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Tantrism foi»tho ovcrv nccomph'^hmont of thoir object. 
The most decided o\ idonce of nn early date is furnished by 
the allusions to the Vedas and 1 1 some parts of the Hindu 
ntual which arc not nov\ familiarly known* and whiohi 
rhere is rea'^onto t]iink,hnve long fallen into disuse.^” 
Bhnvbhuti \\ rote Ihroo plavs M nhavircharita, Malaii- 
hladhavaml Uttarrfunchanla There ib one stanza* that is 
ascribed to Bhavbhuti It occurs in but not 

in any one of his plavs. The subject of two plays is taken 
from tlie Haniavana while of the third from the Biihalkalha, 
The three pla'. s t igother develop and solve one very im- 
portant problem in human life. The first, Mahavircharita 
depict*: the boy-hood, its sincerity, innocence and 
reverence for elders The second, Malah-Madhnv, has for 
its subject the flippant youth, its impetuousness ardent- 
ness, soiitimenlohty. roveronco and regard for the object of 
love and sincere Bicrifico for love Tlio third, Uttanamo, 
depicts an advanced house holder who cautiously treads 
on the path of worldly life who is more careful for the 
opinion of others, wlicse conscience always struggles with 
the sense of duty and whoso duty comes out tnumphant. 
There is first the childhood or boy-hood with all its 
buoyancy, with a strong roveronco and regard for the 
elders with all the halo of innocence Play is the aim- 
all and end-all of its activities. The child enters youth 
with its powerful sontiments upon whioii ideals are 
formed, for which lives are sacrificed. The youth with 
all its potentialities leaves the world of hard and dry facts 
and enters the v/orld of ideals or romance. Exhibitions 

1 "Wibon, Tlionlro 
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of heroism and chivalry are attempted hopes, the 

desire;, the attempts, the ambitions are in full force and 
at times race is run even after phanroms. Lastly comes 
the "^tage of advanced age with its mainrity of taonght 
and action An old man is an experienced man who has 
travellei throngh all the din of misery, is impressed with 
the futility of the yonthfnl effervescei ce of energy, looks 
back with sor-ow on the innocence of chilchcoa and treads 
very cautiously the life that is left This obviously fixes 
the order of the plays The internal evidence of structure 
language and ideas points out to one and the same antnor- 
ship of the plays. The beautiful verses that are common- 
ly found in the plays prove that Bhavahhuti was first a 
poet and then a dramatist. The fine thoughts tha*- may 
have occurred to him in a happy moment of inspiration 
may have been translated by him in a pcem The poet 
must have had a gocd stock of such f'ne strains and he 
must have, on presentation of a suitable opportunity on a 
dramatic situation drawn upon that stock. 

The ilabavircharita and the Uttsrramcharita try 
to bridge over the communal differences between the 
Brahmins and Ksna'nyas. The fight reaches its climax 
in roe aBercation ( hi V act 3rd ) in " hich both the 
parries pour down on each other the bitterest venom The 
soothing influence comes from Eama The plays also 
describe tae pleasures of happy companionship of persons 
not given to the matters of tais world, always engrossed in 
hightninking, and trying to create a paradise on this earth 

The plays of Bhavahhuti are very charming chamber- 
poems rather than stage dramas Though he says that they 
were staged on the occasion of the festival of Ealapriya- 
natha of Ujiain still it i? very diScult to imagine the 
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■nature of Btag|-coTitrivanoeE that were used to show the 
talk of Jatayu and Sampati-tvvo birds, the talk of two 
beings of the fairy world-f^w: and or the 

in M V., the movements of persons in an aerial car, 
the concealment of Sita underground, the sudden dis- 
appearance of Malati, the offering of an oblation in a 
sacrifice. &c 

Ma ha VI rachari fa 

The Mahavlracharitra depicts all the important items 
and characters in the earlv life of Eama The first act 
gives the talk between Vishvamitra Siradhvaia, Eama, 
Laxman, Sita and Urmila, the reviving of Ahalya, the 
proposal of marriage made by Sarvamaya, priest of 
Havana the death of Tataka, Subahu and Mancha, the 
bestowal of 3 rimbhakastra and the settlement of marriage 
on the breaking of a bow A plot is hatched by Malyavan 
and Shurpanakha to set up a quarrel between Rama and 
Parashurama The third act givesithe famous altercation 
between Shatanand Kaushika and Jamad..gnya. Ail the 
details that brought about Rama’s exile, -the insinuations 
of Manthara, the boons of Kaikayi and Rama’s determi- 
nation to proceed to the forest are given in the fourth 
The incidents that happened in Kishkindha are given in the 
fifth the description of Dandaka, Bibhishana’s message 
through Shramana, the death of Vali The sixth act des- 
cribes the fight between Rama and Ravana Havana is 
killed in the last act. 

There are thirty-seven characters in all ( 24 males, 13 
females ) excluding the minor ones such as spirits, 
demons and attendants Tongue is given to cities e g. 
Lanka and Alaka in M, V and to rivers, e. g. Tamasa 
and Murals in U. R. 
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Eatua 16 the hero of the play He has been asonbed 
quite a mystic bitty as IS seen in the case of all great 
men Siradhwa]a, the brother of Janaka and the two- 
daughters are impressed very much with his mystic 
powers^ For the transparency of his heart he is compli- 
mented by his brother^ He is not at all perturbed when 
the ambassador of Eavana announces the wish of his 
master of getting the hand of Sita He is reluctant to 
kill Tataka but ikills her on the responsibility of the 
sages'* Rama of Bhavabhuti, especially of M V., does not 
command from us that reverence on account of his 
ex;tremely sacrificing spirit as in the case of EamaofVyas 
or for the matter of that even Eama of U.R In his connection 
with Parashuraraa,Eama has recourse to sly words and even 
in the midst of emergency he leaves the scene quite abruptly 
at a time when no man of a tolerably chivalious spirit could 
have left And why does he leave ? Apparently of 
course at the invitation of his mother-in-law Secondly 
Parashurama is won over and is made to relinquish his un- 
failing weapens — certainly by tickling his high sense of 
self-piaise, by lauding his qualities and the moment that 
Parashurama throws off his weapons, Eama takes them up 
in his hand and catches the first opportunity to put them 
touse. 

Eama of Bhavabhuti is born to suffer and not to 
vindicate The injustice is avenged by the circumstances 
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or by the Tiffie-Spirit and Rama the sufferer becomes a 
tool in its hand. People sympathise with him in his 
bereavement; not because the enemy has done so much 
in]usfcice to him but 'because he has suffered so much. 
Ravana comes and takes away his wife People talk ill 
of hia wife. A messenger brings the news about the 
calumny and he abandons her But what does he actually 
do in getting back his lost wife ? The element 
of chance works in his favour The chance repeti- 
tion of his own life by Lava and Kusha reminds him 
of the past incidents and brings home to him the purity 
and chastity of his wife In this way he is a central tragic 
figure suffering not through any folly of his own as we 
find in the characters of Shakespeare. He suffers for 
others from purely altruistic motives Though the char- 
acter IS defective in not being a psychological whole, 
still historically the attitude of Rama, championing the 
sacerdotal cause of Aryan Brahmin settlers against the 
aboriginal evil spirits can be defended. Rama is an 
immature child always guiding his activities according 
to the deliberations of elders He acts because he can- 
not afford to remain inactive but does not act according to 
his own initiative. He merges his own will in that of 
others 

Another important male character is that of Parashu- 
rama He is an enormously impetuous man. So many 
times he had made clear to the world what an insult 
either to him or to his relative meant His father was 
lightly treated by some king which sin the whole race of 
the culprit had to expiate by offering themselves as so 
many victims to his terrible axe It is on account of 
these frightening antecedents that Sita and other ladies of 
11 
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the harem lose the strength of their nerveC when they 
hear that he was making his way towards Eama He is 
a man of quick temperament He is irritated easily and 
pacified also very easily Such persons fall easy victims 
to the insinuations of wise brains Rama detects this 
defect in him and takes advantage of it He tickles him 
by giving a word of praise of his own self, of his 
weapons, his parents, his preceptor, and his achievements 
The encomium proves too sweet a pill to be thrown aside 
and out he exclaims “ niT This is 

a triumph for Rama for which he receives a compliment 
from the ?T^s He is appropriately described by Rama in 

Of the other characters, Laxmana is an impetuous, im- 
pervious youth, Ravana is unrepentant, unyielding, un- 
compromising, imprudent, 'braggart, overconfident of his 
own power and dignity , Malyawan is optimistic and 
aggressive and the rest are philosophers 

Of the female charactes, only two, Sita and Shramana, 
help the development of the action Sita and other girls are 
introduced as witnessing the martial feats of Rama and 
Laxmana — the breaking of the Shiva-bow, the death of 
Tataka and Subahu It is, therefore, no wonder that they 
desire to be wedded with the boywarriors. When 
Parashurama, inflamed as he is, makes his way through 
the harem for Rama and when Rama cannot be prevailed 
upon to withhold and thh jissues are quite clear, Sita casts 
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off her mask*bf bashfulness and stops Eama from proceed- 
ing further. Occasion demanding, she proves true to the 
dignity and honour of herself and her family. 

Shramana is a highly cultured lady She serves a 
guide to Rama on his path and gives him a good deal of 
valuable and useful information lu point of culture 
and gentility she can be compared with Vasanti or 
Kamandaki or Shankrityayani. 


Malati-Madhao 

The present play is an apt illustration of what the 
author says about the diama. A drama, according to him, 
should contain many incidents full of sentiments It should 
present the romantic gambols of lovers There should 
be plots and counter-plots, clothed into finely woven 
texture of language It should be a mirror to the society. 
This exactly applies to Malati-Madhao The plot-texture 
is arranged on an expansive plan having in the mam 
the incident of Bhurivasu and Deorata, progressing with 
the help of Kamandaki. The free handling and exchange 
of the two very powerful means — and 
help the plot in making rapid progress Various are 
the maids and men who assuage the troubles of the lovers 
but the real maid is and the real ‘ best man ’ is 

These two delicate means of union belong to 
the world of idealism in which the poet profoundly ram- 
bles The characters are ideal, living in an ideal world 
passing an ideal time, in an ideal company, m ideal 
gardens. 

The tiger-episode gives an occasion for the display 
of chivalry on the part of l^akaranda, who proves his 
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mettle and deserves his lady-love Madhacf fails to rise 
to tae occasion and he faints but recovers by ithe touch 
ot Malati’s hand The fourth act is the keystone in 
the arch of plot-architecture The words of Madayantika 
“ Let us start the preparations for the marriage" point 
out to the The removal of the obstruction or the 

obviation of the misoccurrence comes later on 

Malati censures her father for his mercilessness When 
hladhava sees that all hope of securing Malati is gone, he 
sees no other suitable occupation but the most detest- 
able one — the sale of human flesh. The fifth act gives us 
some idea about the horrid blood-philosophy of the time 
The goddess and her human oblations, the charms and 
the wands, the spirits and the goblins were tne signs of 
the times The Budhism and the Jainism were waning and 
the doctrine of Ahimsa underwent the greatest reaction. 

From the point of dramatics, it is a good interlude 
between two quiet events The fifth act gives a good 
occasion for Maohao to display his chivalry ( as 
Makaranda did in the Tiger-episode ) Madhao shows that 
he IS a fighter of no less mettle His friend’s fight is 
directed against beastly strength But his is a fight 
directed against the baneful social evil which in the 
name of religion was corroding the society 

The action becomes static in the sirtli act The 
Grama should have practically ended there The poet’s 
muse is free from the disturbing intricacies of the plot 
and is enioying rest and as a result, we meet with speci- 
mens of some fine poetry A.ccording to the belief of the 
day, the heroine is brought to the temple of the town-deity 
on the day prior to the da^of marriage, avowedly for the 
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riddance of dkril but C'cpreBsly for the secret marriage 
managed by Kamandaki. The unwholesome foreign 
element is scared from the temple and the inner chamber of 
it by an order that the bride-elect has to put on the mar- 
riage costume and ornaments It is, therefore, a good 
place for the lovers to meet 

The seventh act is devoted to the progress of the sub- 
plot which had to be set aside owing to the importance 
of the main one The characters were seriously busy in 
bringing to a happy and successful issue the love-affair 
of Malati and Madhao But when that is in sight they 
find time to look to the side-affair The happiest moment 
in the life of Nandana is made to turn upon him in an 
ironic way. He was to be wedded to the fairest damsel 
but time turns against him so much that not only is he 
not married with her but he finds his own sister abduct- 
ed. Makaranda enters into the very h?art of the harem 
disguised as an intending member of it — to be joined in 
wedlock and thus is able to work an effective breach in 
the plans of Nandana Another impediment crops up and 
seems for a moment to foil theirhopes and to threaten their 
fulfilment for ever The suddenness and the inevitability 
of it baffle even the superior wisdom of Eamandaki who 
creates good prospects for the lovers’ union Aghorghanta 
and Kapalkundala are waiting in ambush to fall foul 
upon Malati since she is taken off from their hands at 
the time of sacrifice An opportunity comes and they 
wreak greater vengeance upon their prey, Malati, as a 
result of which all characters prepare for suicide in utter 
disappointment 

The plot IS prolonged by two acts due to this serious 
impediment. The two acts aclfieve nothing in the ad- 
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vancement of either the plot or characters Tfie characters 
are the same as they were at the end of the seventh 
What IS done is done worse and at times threatens to 
undo what has been done Howsoever firm their attach- 
ment may be towards each other, it should not have 
driven them to have recourse to suicide, which is the 
greatest weakness in human character The last two 
acts have some importance in them from the point of 
view of poetry and description The poet gets time to 
dwell upon incidental topics and subsidiary characters* 
Another note-worthy feature is that the elder classics that 
were up to that time neglected are drawn upon not only 
in point of ideas but in point of words and situations also. 


The suggesting clue of the ninth not appears in the 
mention of Saudamini — lightning and the pleasures of 
friendship and union are compared to the transient and 
unsteidy flashes of lightning The of the father 

Bhurivasu has been referred to by Malati and subsequent- 
ly the ghastly scene of Kapalika appears, It is such 
flimsv indications that serve as suggesting clues to what 
lb to come. The sequel must be a natural outcome of 
what proceedes and should not be made to hang upon 
such flimsy pegs The suggestion is effective if it strikes 
the sub-conscious region of our focus The suggestion 
should be of ideas or of situations rather than of words or 
it should be by contrast. None of these devices is 
attempted by the dramatist and, therefore, they are less 
dramatic Better had they not been done 


Madhao — Kamandaki describes him as the moon 
rising from Deorata He is young in age but advanced 
in lore. He loves his friend so much that he faints 
vhen the latter is engaged i^a tiger-fight The possible 
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blemisli in hfc cliaracteT revealed by his conduct in the 
tiger-scene is made good in the horrid scene of Aghora- 
ghanta Madhao is shown as a fighter for a worthier cause , 
demolishing and destroying the author of human sacrifice. 
The only thing that pulls him down a little from the en- 
nobling light in which be is shown is his readiness to take 
to the sale of human flesh. He secures Malati as a prize 
for his bravery displayed by him in her release from, the 
magic clutches and the cannibahc lust of the two feroci- 
ous devotees of Shakti. 

Another flaw in the character of Madhao-and it is 
common with all the important characters in the play- 
is the readiness for suicide He is a favourite child of 
fortune Even in the dreadful catastrophe which has 
baffled the superior wisdom of Kamandaki, and which is 
very insurmountable, Saudamini rises up in the manner 
of lightning and rescues Malati 

Nandana serves a good counter-foil to the character 
of Madhao There are two ways in character-caricature, 
one by unfolding one by one the best features of the 
principal character and the other by unfolding the worst 
features of the rival chaiaoter. The greater the contrast 
between the two, the greater the effect. If one is the 
embodiment of all that is good and beautiful, the other is 
the embodiment of all that is bad and ugly Madhao does 
not only rise by his own merits but rises also by the 
worst demerits of his rival Nandana. Rightly has 
Nandana been victimised by his own silliness because 
not only does he lose his bride but also loses his sister. 
He should have taken the mask off his bride’s face and' 
have thus brought to light the plot of Kamandaki The 
villain in a play is always^ crTioked and merciless, with 
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an untiring zeal for the persecution of thf hero and 
the heroine 

Makaranda is a loving frieni He must be very deli- 
cate and small. He could very easily be substituted for 
Malati Hoivisitthat this delicate youth whose frame 
was as frail as that of a woman could suffer the dreadful 
nailings of a tiger and rescue the young girl ? 

Malati is presented as a timid, coy maiden belonging 
to a high and noble family She is very particular in keep- 
ing the good name of her family untarnished She does 
not value Madhao or her life more than the good name of 
her family, father and mother. Eagerness, straight-for- 
wardness, sincerity, bashfulness, religiosity are some of 
the prominent virtues shown in her She had a great 
hope in her father but it is shattered when she finds her- 
self offered by him to secure the good wishes of the 
Amatya Her mind is tossed like a shuttle There are 
many ups and downs and many oscillations There 
are many actualities of unions and separations and also 
probabilities for a permanent good-bye to her lover Be- 
ing satisfied with the unflinching veracity and unfailing 
virility of the wisdom of Kamandaki and also vith the 
sincerity of Lavangika, she has made them the custodians 
of her heart and destiny She is a poor soul and, therefore? 
falls a victim to the carnivorous and cannibalic eye of 
Aghorghanta and Kapalika All pow erful sentiments are 
of one kith and kin They succeed in making contradic- 
tory effects They make their victims both acutely sensi- 
tive and also deadly senseless Despondency in life 
IS made of that stuff It is on account of despondency 
that life had become irksome to her Bhavabhuti and 
Shakespeare both have depicted love, rushing headlong 
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nil in Hio chnrncbcrR of Malnti and 

Juliet respectively. The lone-stniiding fnmily-fuod comes 
in the wav of final ftintioa of llioir love, the impcdod pace 
of which is nccolornted Ihrou'^li the nttompts of nunliko 
Kamnndnkt nnd monkliko Frinr TvIfiUili’s pns‘=ion differs 
from Juliet's not of enuTtO in intensity but ‘‘ in the 
unconquernblo ros 5 r\o c\cn to the extent of denying her 
utterances to him slio loves more than her life, — n res- 
traint to which the inannrrs of Hindu women n ore sub- 
jected even while tUov were in onjoymcnlj as appears from 
the drama, of considerable personal freedom” ’ Not only 
Malah but all heroines suffer from the tame restraint, 
Vasantsonfi only being cxcopicd. 

Kimandaki is the mam inoMiig figure in the drama 
who very skilfully manipulates the course of the incidents. 
Sheprobably belongs to tiie Jain order and nottho Budhistio 
She was a co-studenfc v. ith Bhurivasu and Deorata. 
She appears just in the nick of time when she is most re- 
quired by the situation Every one has n great confi- 
dence in the wisdom and shrow'dnoss of her Slio loves 
both the hero and heroine as she would love her own 
children She is well-%oriiod in religions injunctions 
The plan set up by Kamandaki naver fails” (says 
Makaranda) is the koynutc of all 1 er activities Every 
event, small or groat, os cry notion, religious or secular is 
moulded by her genius to suit the final catastrophe, a very 
fine speciraen of W'hich is m the sixth act, whore the inner 
sacred chamber of the temple is made use of ns a haunt 
for lovers The pious lady is overcome witli filial love 
so much that she quite in a motherly way breaks out into 
tears at the handing over of her trust to Madhao Her 
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secret emissaries in the plot are LavangikC and Budha- 
rakshita, Througliout the play we searcli in vain for any 
aspect of their monasbc life to which they had been 
ordained Their sole business is to enter into the secrets 
of lovers, to create new ones, to suggest remedies vheit 
the parties are baffled and again to move in society 
with good and untainted grace and high status 

The whole cosmos is full of miseries What is re- 
quired is an agency that takes a broom-stick in the hand 
and sweeps away the misshapen ugly monstrocities as 
typified here in Aghorghanta and Kapalika Both Sauda* 
mini and Kamandaki belong to this celebrated order or 
agency. They start on self-sacrifice and disinterestedness 
and carry on the pious work of sweeping away from, 
the human world the agencies of evil Saudamini is 
more sedate, more relieving, more watchful and more 
effecient tnan Kamandaki 

Utlar-Ra mcli a ri ta 

“ The subject of this play is a continuation of the play 
Mabavirachariti in which the martial exploits of Rama 
are dramatized. Tins play comprises events that occured 
subsequent to the var which constitutes the subject of the 
Ramayana”' The hero aud the heroine are introduced 
talking on the miseries that generally beset the house- 
holder’s life The sage Rishyashmga has commenced a 
sacrifice and all the matrons have left for it leaving 
Sita alone at nome with Rama to divert her mind The 
picture-scroll is a means used for diversion It reminds them 
of their past occurrences — the physical and mental turmoil 
through which they had to pass The picture-scroll scene 
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gives fcbc psycftilogical keynote toithe drama. The various 
films that pOiS by are so many vivid images of the fancy 
of the poet and the thoroughness of the fancy goes to the 
ertentof forcing out tears from rocks or of pounding any 
adamantine heart The scone has two aspects, descriptive 
and *5ontimental, the first appeiring in the descriptions of 
clouds, mount iins, lakes, rivers, sites, demons, monkey- 
friends and the other in that of grief of separation, and 
hardships of life Rama is in a happy moment when all 
of a sudden the worst calamity to a householder and to a 
husband falls on him like a bolt from the blue — the 
Bcandil about Si ta. The scene ends in the wreck of the 
ho’j'-o-hold Rama sets aside all considerations of lovsf 
decency and sympathy and thiows his wife to the care 
of the elements ^ 

Tne second act is separated from the first by a wide 
gulf of time. The unity of time is not kept up Bama 
abandons Sita. at the end of the first and sets out to stop 
the penance of Shambuka The intervening incidents 
like the birth of Kusha and Lava, their rearing, their 
initiation, their study of Vedas and archery, their superior 
intellect are mentioned in the Vishkambhaka. The action 
progresses more behind the stage than on it. The stage 
is used for thesallio-i of wit and genius. The poet loses 
himself in the description of sentiment and, therefore, has 
no consciousness enongh to measure how far the plot 
is progressing. This consciousness comes up towards the 
end and then he hastens to wind up the events in a 
Vishkambhaka 
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The third act is termed ®nTT because Sitsf moves along 
-with Tamasa invisibly on the stage and notices the pitiful 
plight that Eama is in Sita has no misgiving about the 
genuineness of Rama’s love The act mentions the attack 
on the cub followed by the description of Rama’s sorrow 
Rama wanders and raves like Pururavas The action 
again remains static in this act The poet loses himself 
in the description of pathos Scenes from Dandaka are 
described 

iTFlTipT and appear in the fourth act and 

describe the agonised condition of Janaka’s mind The 
pathos would have been more telling, had it been put in the 
mouth of the mother of Sita. But mythology came in the 
way of the poet The meeting of Janaka and Kausalya 
removes all the misgivings regarding the treatment of Sita 
who is treated as a daughter ’ The introduction of the 
two boys of the hermitage reminds Sita of the growth 
of her two sons The atmosphere of the hermitage is 
brought before us by the commotion that IS caused among 
the boys by the sight of the horse. is a free lance 

among them enjoying the queer look of the long beards 
and the matted hair of the sages and their ways of offering 
hospitality He is new to the liermitage-life Lava is 
not simple and timid He pelts the horse and does not run 
away at the sight of the refulgent weapons 

The fifth act gives the wordy conflict betveen Chandra- 
ketu and Lava, revealing various features of both the nobi- 
lity of mind, the discipline, and the knowledge of the code 
of fighting It describes the Vir-rasa The actual fighting? 
and the havoc in the army take place behind the curtain. 
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The plight of^bhe forces caused by Lava, the arrival of 
Ghandraketu, the respectful and loving references of 
Sumantra and Ghandraketu about Lava, their speeches, 
his confusion and the use of Jnmbhakastras are things 
that come one after another in a natural way. 

The sixth act gives in a a scene similar to one 

in M. V where two Gandharvas talk upon the fight be- 
tween Eama and Havana Here a couple of semidivine 
beings from their aerial car take a bird's-eye-view 

of the fight between Lava and Ghandraketu. Rama appears 
on the scene on his way back from Shambuka, and notices 
valour displayed by Lava especially in the use of the 
weapons. The sixth act does mainly the work of gradual 
evolution of the feelings of Rama about his sons Lava 
and Kusha. Kausalya’, Sumantra^ and Rama^ notice in 
the two boys great akinness with Rama and the identity 
is unfolded to them step by step and finally itisdicided 
on the evidence of the use of the ’fvfjRTWs. 

The seventh act gives a drama within drama and as 
such very vividly reminds Rama of all that he has done 
In brief it is an epitome of the outer drama from the point 
of view of dramatics All the impersonal forces that were 
acting upon the mind of Rama in his sub-conscious— the 
bitings of his conscience that was constantly preying 
upon his mind, the injustice with which Sita was abandon- 
ed, — ^have been impersonated by means of this drama 
within drama The inner commotion of Rama finds vent 
through the speeches of the Earth and the Ganges — two 

2 \ 




174 


characters in the drama. The evidence fof the purity of 
Sita is givenby and In the Ramayana, ValmiH 

himself comes forward and swears to the purity of Sita and 
stakes his own penance-merit on its opposite A. similar 
plight in the Shak. is explained by the which but 

for the touch of the parents would transform itself into a 
serpent and bite 

Characterization — Rama is a perfect householder 
having great regard for religious duty He has 
no suspicions whatsoever lurking in his mind about 
Sita’s purity Sita is pure to him by her very birth, no 
other purificatory means being necessary.’ Even after 
her abandonment, he keeps by him a golden image of Sita^ 
The grief of separation boils up his heart sealed like a 
medical ]ug He is thoroughly conversant with the ways 
of the world He is u ordly-wise His form is greatly 
impressive, his power greatly sanctifying He is as it 
were the most exalted form of religion in its serene aspect 
walking in bodily form as Kusha says of him on his first 
visit Lava in an ironical way tries to find out flaws in bis 
spotless character, viz the destruction of Sunda’s wife, the 
three steps which he had to retrace in the fight with Khara 
and the skill in the destruction of Vali His character 
typifies the struggle between the conscience and the senseiof 
duty “The quiet devotedness with w'hich Rama sacrifices 
his wife and domestic happiness to the prosperity of subjects 
is a worthy counter-part to the immolation of his natural 
affections to public interest 
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Laxmanaiis a general suparvisor in the royal house- 
hold He diverts the minds of both Rama and Sita m the 
picture-scroll scene It is he who is assigned the mission 
of taking Sita in a chariot and leaving her to the care of 
ihe elements. It is again he who appears m the last act 
with a mission of arranging a theatre for staging a drama 
within drama. The easily excitable temperament is not 
met with in this play. 

The character of Sita is presented in the purest glow 
possible in the beginning. Sympathy is created in the 
mind by seeing her pregnant, of purest character, of com- 
manding appearance and conduct, with sympathetic and 
affectionate attitude from the elders in the family and 
with lovely regard for her husband Even such an august 
personality who has for her mother and for her 

father is made subject to the vilest columuy ! She 
appears to speak in a taunting tone She is very glad to 
note that the king is still alive to his duties as a king for 
which he has abandoned his own wife. 

Both sita and Shakuntala labour under the same dis- 
ability — the disowning by their husband A.ctuated by the 
same motive, Rama and Dushyanta do not wash to be 
lowered down in the eyes of the public. Dushyanta does 
it under the influence of a curse. But Rama has no such 
grievance. With his eyes wide open he abandons his 
sweetheart because he is afraid of flouting the public 
opinion. 

Atreyi and Vasanti talk very ideally and poetically. 
They know the origin of the Ramayana and the origin of 
metre They are sorry for the interruption in their study. 
Some characters in the play impersonate rivers. 
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“spirits of the air of the forest ^ ho mittgle famiharls^ 
and affectionately ita demigods and sages” 

There is no humorous character-Yidushaka in his 
plays ‘‘He omits him whom he could not have handled 
effectivelv and, therefore, had to select in place of comic 
relief, incidents of terrible and horrible ts^ie blended with 
supernatural" ' The deliberate attempt to create homour 
in U K (IV) IS deplorable 

Bliavabhuti is eminently a poet of sentiment His 
dramas are the comedies of sentiments. The plot and the 
characters are neglected in preference to the development 
of sentiments The most prominent sentiments are select- 
ed Other intricate ones are only referred to There are 
so many complex feelings with us, the potency of w’hich 
IS felt but not explained Wetare not able to say w’hy w'e 
take fancy to a particular person or thing^ Some indes- 
cribable feeling it is that deadens our sense^ Sometimes 
w e are baffled as to w hether a particular sensation is 
happiness or otherwise.'* His theory about sentiment is 
expressed in a verse uttered by Tamasa in 17 R>v/s 

There is only one master -sentiment which is ‘pathos’ 
and all others are different manifestations of it as whirl- 
pools, eddies, bubles, billows are all transformations 
of water. 
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2 5 5^7 (rPTf gf»T 

^Isf^ |§- | 

4 ^ ^ gr ii 


177 


Another^ important feature of the poet lies in his 
nature-desoriptions “ The tamper of Bhavabhuti was 
akin to the grand and inspiring in nature and life”.' “He 
shows a ]uBt appreciation of the aweful beauty and 
grandeur of nature enthroned in solitudes of dense forestsi 
cataracts and lofty mountains He has equally a strong 
perception of stern grandeur in human character and is 
successful in bringing out deep pathos and tenderness* 
His genius was more of a lyric than of a dramatic nature. 
He had not the art of putting himself into various situa- 
tions, of forgetting one and becoming quite a new man in 
another But as the poet of nature and of human passion 
and feeling he occupies a very high rank”. 

“Kalidasa has more fancy, greater art, more skill in 
suggesting Bhavabhuti has originality in plot and 
conception but no skill in the arrangements of incidents 
and in denouement.”^ 

The style is vigorous and harmonious. It is very 
rarely simple The poet is ‘fond of elaborate overloaded 
description ^ (“ richness and elevation 

of expression”) is the keynote of his writings “ It suffers 
from the drawbacks such as long compounds, obsolete 
words and prepositions, clumsy constructions and gram- 
matical offences It was Bhavabhuti’s boast that upon 
him the goddess of speech and eloquence waited as a sub- 
missive maid and so we may not assume with him 
“rhyme was the rudder to the sense”, in other words that 
his diction was determined by the exigencies of metre or 
the like. On the contrary his word-order is deliberate, 
and almost alway artistic 
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CHAPTER VI 

Shri Heirsha, The Patron-Poet 

Shri Harsha is another poet belonging to the high 
category of kings like Shudraka. He was a great patron 
of learning Opinion is divided as regards the identity 
of Shn Harsha 

(j) There was first the king Harsha of Kanau] and 
Sthaneshwar He v as the same as Shiladitya referred to by 
Huoan Tsang. His father Prabhakara, the enemy of Hunas 
and Gurjars, died in 604 A D leaving two sons Rajavar- 
dhana and Harshavardhana, of whom the former faught 
With Deogupta wno had put to death Grhavarman, husband 
of Rajyashri Shashanka of Bengal and a friend of the 
Guptas killed him. There i\as a saufile between Shn 
Harsha and Pulakeshi If This Shn Harsha lived in the 
first half of the seventh century (604-648 A, D ) 

(n) There was another king Shri Harsha, king of 
Kashmire, vho V as also a great patron of learning and 
author of several compositions Tne treatises were in 
fact written by other hack-writers (possibly by Dhavaka). 
Kalhani gives the line beginning from -^-5THwT- 
This Harsha lived between 1113 and 1125 A D 

(ill) The third Harsha is the author of the" famous 
epic Xaishadhiya 

Of the three, the third cannot be the author of the 
plays as his poem does not refer to any one of them or to 
any situation or charactef in them though it mentions a 
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number of w(^ks at the end ’ Besides there is no resemb- 
lance whatsoever either verbal or conceptual. 'The 
second also cannot be the author of the plays because 
authorities belonging to a time prior to 1113 A,D refer to 
the dramatization of his plays — (Itsing refers to the per- 
formance of Nagananda and Damodaragupta, contem- 
porary of Jayapida of Kashmire (779-813) refers to that of 
Ratnavali in his Kuttinimata ) 

The author (or the patron) of the plays must be the 
king Harsha of Kanau] (604-648). He had patronised 
Bana ' ft is his patronage of learning that has given 
rise to the theory that the plays must have been 
written by some poets at his court and must have 
been ascribed to him. It is maintained that Ratnavali 
IS written by Bana though there is a volume of internal 
evidence that militates against it. The power of imagi- 
nation, the harmony and picturesqueness of words, the 
flashes of genius found everywhere in Kadamban are 
rarely met wita in Ratnavali All thefsame it has to be 
admitted that the difference in the nature of the two 
themes treated in Nagananda and Ratnavali, the tenets 
of the two rival religions, do not fail to raise the suspi- 
cion as regards the one penmanship of the three dramas 
There are clearly two hands, nay, three hands that are at 
work in the plays Of the three plays, two have got the 
same theme while the third stands independently bv itself 
with regard to the author and the theme. 

The author is under obligation to Kalidasa whose 
plays have been laid under both in point of situations 
and dialogues. From the M. A. he has taken the idea 

i It refers to 
and 
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of a 'ealous queen The garden scene, the Juiprisonment 
scene and the recognition scene in the last act of Rat 
are borrowed from M A. From the V U he has takea 
t le idea of a dutiful queen The disregard of the king’s 
protestations and the consequent are there in 

both Besides this, there are similarities of both thought 
and expression In imagination and grace he is inferior 
to Kalidasa 

RalnOvah 

Credit IS given to Shri Harsha for starting a new era 
in the history of both Hindu manners and literature by 
V riting the play Ratnavah The story in the play v as 
already extensively popular in society “Ratnavah indi- 
cates a vider deviation from manners purely Hindu, more 
artificial refinemenc and more luxurious indulgence and 
proportionate deterioration of moral feeling Considered 
from a purely literary point of view, Ratnavah marks a 
change in the princiole of dramatic composition It may 
be tiken as one of the connecting links between the old 
and new schools * 

The plot in the play is simple and straightforward 
It recounts the incident happening in a king’s household 
A number of small e rents scarcely recognised es we read, 
posh on the action and call from moment to moment on 
the intellectual eye to follow' them They are only a 
bick-ground for the characters The real merit of the 
play lies in the skill of selecting the happy and romantic 
incidents, t'e the breaking loose of the monkey, the mut- 
tering out of the secret by Sarika, a bird, the and the 
srfijyici of the sw eet-heart the consequent jealousy of the 
queen, the mnjTg etc The story of the king of 
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Kausambi, it connected with that of the Ceylonese 
King The theme of the play as given in the prelude is a 
flimsy one The play illustrates the principle that big 
distances are always very easily bridged over if fate 
wills it The minister appears in the first 'act 

and talks upon the prophecy about the marriage and the 
consequent prosperity of the king. There is then the 
description of the city-people and the celebration of the 
The king in a happy mood describes the 
rTB. The queen performs the JTSJTprr The act is named 
as 

The second act gives the consternation caused by the 
breaking loose of the monkey T^e picture-board is left 
behind by Sagarika. The Sanka bird who hears the whole 
love-affair repeats it verbatim to the king The Sanka 
scene is highly imaginative and serves a good deal in the 
economy of plot by saving the introduction of some charac- 
ters How far the Sanka was able to utter human accents 
and how far it was successful from the point of stage-effect 
is a question. The name ot which is uttered un- 

wittingly by Yidushaka awakens the king who drops 
down the hand of his sweet-heart. The Yidushaka diops 
the picture-board and creates confusion ( as the birch-leaf 
in Y U ) and puts the king in an awkward situation The 
second act is the longest, being full of humorous and 
funny incidents, feats of his folly, verging on both sides 
of sanity. It ends in creating anger and jealousy in the 
queen over the love-affair of the king and Sagarika 

The third can very fitly be called “a comedy of errors,” 
created by a maid-servant who happens to overhear the 
conversation between Yidushaka and Susamgata about 
dressing Sagarika in the apparef of the queen. The scene 
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is effective and natural. This conversation reported to 
the queen who wants to take advantage of it. The queen 
puts on tue dress of Sagarika and waits upon the king 
vho quite unawares expresses to her his mental 
anguish created by Sagarika When the whole secret 
IS out, when the culprits are caught red-handed, Vidu- 
shaka and Sagarika consent to be bound over to the queen 
This act is called 

The fourth act gives the scene The scene 

IS depicted wich humour and vivacity The introduction 
of tlie juggler is a manoeuvre of the minister Vidushaka 
wants to test his magic by asking him to produce Sagarika 
before the king The arrival of Vasubhuti puts an abrupt 
end to the scene The plot which is being shrouded up 
in mystery is gradually resolved Vasubhuti explains the 
incidents one alter another But there again comes a 
great uproar on account of fire lu the palace The 3TfiT5TT7 
conies tov ards the end of the fourth act appears 

and explains everything. He is the author of the whole 
mystery. 

The King Vatsa is the hero of the play according to 
the con\ entional notions of dramatics though the action 
in all its stages is manipulated by the minister Yaugan- 
dhnrayana The second marriage vhich forms the busi- 
ness in Rat appears to be the invention of the writer as it 
is very differently told in Bnhatkatha, the heroine being 
named 'TTfTcfl and being a princess of Mngadha and not 
of Ceylon He is described us one having desisted from 
V arl ike activities, being full of love and comparable to 
the god of love He is a gay monarch very much fond of 
jubilations and rejoicings He is so very beautiful that 
Sagarika w ishes to see huh often and often Just towards 



the end, he il presented as taking interest in matters other 
than those of love, e g the battle withfhis enemies, his 
encampment, the condition of his army and the exploits of 
his soldiers In the first three acts he appears to be a 
hopeless king whose sole function of life appears to dance 
to the tunes of love, now with one woman, now with an- 
other This aspect of his nature is changed towards the 
end. He is a political king having high regard for the 
envoys, taking delight in acrobatic feats, presenting them 
with gifts He is most nervous when he learns that his 
own harem is on fire He rushes into the flames of the fire 
in a chivalrous spirit in order to rescue Sagarika who is 
kept in a lock-up by the queen As a reward for the bold 
deed he receives Sagarika from the hands of the queen. 

Yaugandharayana is the sagacious and astute minister 
of the king. He appears in the beginning of the play, then 
goes away again to appear at the end He pulls the threads 
of the action though he is all the while behind the curtain. 
The whole plot appaais to be the play of his imagination. 
He sets the ball rolling and the other characters satisfy the 
conditions laid down by him or add their strength in 
accelerating the motion of the ball The prosperity of his 
master is the goal which he sets his heart on. He even 
wants to take advantage of Ihe course of stars or the 
science of astrology. He directs all his energies to the 
fruition of the prophecy about the king’s sovereignty of 
the world dependent upon his marriage with Ratnavali, 
The father’s wish — giving no offence to Vasavdatta — is also 
overcome very skilfully by circulating a false report that 
the queen is burnt down in Lavanaka fire The ship in 
which the princess is escorted is wrecked but fortunately 
she gets a plank for support amd is carried back by a 
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merchant of Kausambi The is alsq;') one of his 

manoeuvres 

Sagarika or Ratnavali is a daughter of the king of 
Ceylon She is called Sagarika heoause she is rescued 
from a v recked ship Of her it is foretold that the man 
to whom she is to he married is to assume world- 
sovereignty Her father wishes that she should be married 
to Vatsa but could not make a proposal himself as it 
vould offend Vasavadatta, his niece. He consents on 
hearing that the queen is burnt in the Lavanaka fire But 
the girl as she IS escorted to the new spouse is drowned 
in the ocean She catches aboard and is further rescued 
by a merchant who produces her in the court of the king. 
She has a with her which later on is used as a 

means of recognition and identification 

Vasavadatta is a jealous queen like all queens in 
other dramas The Vidushaka fails at moat critical junc- 
tures, drops down from his armpit the m the 

presence of the queen He suspects the high parentage of 
the girls The articles of the kitchen form his usual topics 
Susamgata is a companion of Ratnavali. Sagarika’s life 
was already like a wrecked vessel but it is ruddered 
properly by Susamgata and steered through the dm of the 
miserable life and ultimately is brought to a safe harbour 

The Ratnavali is more a drama than a poem while 
the Priyadarsbika is more a poem than a drama “ The 
poetry of the Ratnavali is merely mechanical We have 
no fanciful illustrations, nor novel and beautiful 
similitudes, nor do any sentiments worthy cf notice 
occur except the generous remark made by Vatsa on the 
death of the king of Hosala The belief in vulgar magic 
or common conjuring whi^h is repeatedly expressed in 
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the drama is x^ort^iy of remark as it is something new. 
The supemahiral po»'’0rs described in M M ora of a very 
different description from the art that makes n flower 
blossom oat of soa'^on or coders a building with illusory 
flames' ^ 


Pjiyndarshiha 

The play isanot cr romance of love written by Shn 
Harsha on the same theme as that of Rntufivali — the 
ideal love-story of V.lsavdatti and Vatsa. It isa descrip- 
tion of a gambol of love in the royal household The 
homely details in the rov.'»l household have been 
transfigured by the subtle touch of the magic of poetry. 
The tvo plavs are obMously tao variations of one and the 
same theme “ The doulilc comedy in Priyadarshika is 
a happy thought, the intrigue in act IV is no vtly conducted 
soastoshoA Vasavada'li in the light of an affectionate 
niece and the scene v ilh the bee is attractive” The story 
of Udayana as given in Katbisaritsagara^ is as follows; 

Udayana entrusts his kingdom to his minister 
Yougandharayana. iffahasena \/ishos to get his daughter 
Vasavadattl married with l!ie king tliough ho is his enemy. 
Mahlsem, therefore, is not sure of acceptance and thinks 
upon a plan by which he exploits the king's fondness for 
hunting. A. wooden elephant is constructed and placed at 
a certain place The inside of the elephant is full of 
armed men v/ho attack and imprison the king when he is 
alone He is further taken to Mnlusena who promi'^es him 
liberty on the condition that he*iiistrncts Vasavndaita in 
singing and dancing* But tin* teacher runs away with 
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his female disciple, an act which is endorse# by the father 
of the bride” 

There are some minor changes effected by the poet in 
the original ( e g daughter of iTglrT etc ) 

The latter part of the scene is an exact echo of a 

similar scene in Shalcuntala in which the heroine com- 
plains of the trouble from a humming bee In the third 
act, there is a which is quite a prototype of the 

outer drama ( ai in U R ) and which is enacted with the 
aim of bringing about the union of both the king and 
Ajanyaka w’lth the least perturbation to the queen 

The king Vatsa is introduced as a prince of martial 
ardour, taking delight in the accounts of wmrfara The 
general comes and gives an account of a recent skirmish 
with Vindhyaketu and places the spoils of war before 
the king Rumanvat also gives an account of a success- 
ful campaign against the king of Kosala He is very 
beautiful The moment he is seen by Aranyaka, she 
compliments her father for making a right selection, 
Vatsa boasts of the strange adventure which he has to en- 
counter for hiS love He is once imprisoned by the father 
of Vasavadatta and is asked to instruct hrr in the fine 
arts The captive not only instructs but wins over the 
affection of the princess and runs awmy with her 

Vasavadatta is like all other queens in Sanskrit 
dramas, very religious, wmrshiping some deity, the sun or 
the moon, making over presents to Brahmins, observing 
fasts, and consequently presenting an emaciated appearance. 

Aranyaka is a hign-born girl She is sorry to find 
herself reduced to a position in which she is required to 
obey orders rather than to give them In this lamentable 
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condiiion prefers to remain incognito. She does not 
wish to di'^cloco her high pedigree and is willing to put up 
with nnr land of mental torture She is so sliy and bash- 
ful that she does not speak out her heart even to her 
bosom friend and prefers to put an end to her life 

SankritTayani is an old venerable lady belonging 
to the king’s honsoliold She nets the same part that is 
acted by in the M A. This old lady is a party 

to the plot which is laid for bringing about the union of 
the king with Aranvnka. She is a distant relation of the 
queen who reveres her as her mother and consequently 
she commands respect from every one including even 
the king She is consulted in all matters of importance 
and her advice is always sought for guidance She 
very shrewdly detects the disturbance in the routine 
behaviour of the king. She sets aside her imposing 
elderli ness and joins with Manorama and Vidushaka in 
finding o it means to restore the mental quietude. She 
with the other coadjutors hits on a very charming plan 
of presenting on the stage the romantic adventure m 
the love of Vatsa and just in the thick the king is very 
stealthily and silently allow-od to glide on the stage as 
a substitute for ‘Manorami wdio is acting the hero m the 
TTggivg:. She is fullv successful in the mission assigned 
to her by the poet She is a w'oman of imposing persona- 
lity, commanding respect from both the parties, whose 
advice can bo listened to, w^ho can avoid the gulf from 
widening, who shows complete disinterestedness in the 
events of tins w-orld, who takes a light view of love, who 
pitiei the lovers but does not accuse and in short whose 
function of life is to give a comic and joyful turn to the 
melancholy appearance of this^orld 
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This play is a play of romance of rather a serious 
nature The principal characters are semi-diinne The 
hero is a Vidyadhara and the heroine is a Sidha The 
incidents take place in a by the side of the Malaya 

mountain. The story is based on the referring 

to the tenets that Lord Budha preached during his life- 
time The internal evidence does not corroborate the 
theory about its authorship vhich is ascribed to Shri 
Harsha The theme, the tenets, the characters the deities 
■wor^shiped and luvoked in the i^andi and the outer garb go 
against it The writer perhaps obliviates his personality 
and existence in that of his royal patron in recognition of 
his patronge In the present play the whole philosophy of 
human life IS given expression to by Jimutavahana, the 
hero of the play v ho is ]ust a mouthpiece of the pcet The 
te'-ets of Budhism which Harsha lived and loved, devotion 
to parents, the lack of interest in the kingdom, the disgust 
over the heaps of bones of hTagas, tee revulsion of feeling 
tow ards worldly affairs are all the doctrines of the authors 
to promulgate and to propagate which he wrote the pliy 

The first act gives three scene"; — the Ma]'’ya scene 
in which natuie is aescribed by the hero in all its grand- 
eur the temple-scene in which tl e seed of the action is 
sown in a Gialogue between the hero and the heroine, last- 
ly, there 15 the ascetic scene The last scene achieves a good 
deal from the point of dramatic economy The ascetic sees 
the couple togetner and is very glad to find from the 
foot-prints that the person is a sovereign The scene of the 
first act is laid in a on the out-skirts of the Malaya 

mountain which is the* creation of the poet’s fancy and 
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the hero and the heroine and the parents. * They all are 
anxious on account of his sudden disappearance Gaxuda 
comes but is struck with the high mettle of his prey. He 
IS set athinking He repents for his carnage The par- 
ties are united in the end 

The hero Jimutavahana is a young man with a strong 
poetic and romantic vein He is an idealist out and out 
He is always caught by a strong momentary impulse and 
helruns after it Hot even for a moment does he come down 
to a level from which he can realize that there is some- 
thing like a practical world which he has to deal with 
He IS very eager to render service to his parents, sees no 
other happiness but serving them. He goes 
to the Malaya mountain at the behest of his father who 
wants to find a suitable place for retirement There he 
comes across with Malayavati. Since that time he is 
totally transformed. He loses his former courage, and 
devotes very little time to the service of his parents He 
becomes quite restless, and w'ants to attest the events in his 
dream. He puts Mitravasu on a wrong track The pro- 
posal that comes from him is the most agreeable one but 
he gives a point-blank and a definite nay In this charac- 
ter, there is first the impulse of devotion to parents, then 
comes love, after that, pity Pity is then follow'ed by 
the desire for sacrificing his best interests Lastly comes 
the sufferance f( r a w orthy cause The defects that are 
responsible in wrecking the hearts of those that are attach- 
ed to him are due to his impulsive or sentimental nature 
The marriage with Malayavati w’hich he prized most is 
show'n no preference before the qtqiSKti to which he clings 
Even the motherly regard and affection 'w'hich is shown 
at the beginning to be the guiding principle of his life 
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is of no consequence to him before the of the slab 

of slaughter. The garuda takes bun away but does not 
devour him being impressed with his augustness 

Shankhachuda is a Naga At the behest of his 
master he proceeds to the for offering himself as 

a prey to the Eagle The is requested by the NSga 
king not to pounce upon them ns by the rumbling sound 
of his wide wings a good many Naga females suffer 
abortions. This anecdote seems to have been copied 
from M. Bharata in which offers himself a victim to 
one Bakasura The same incident is treated at length by 
Bhasa in his The scene in tins play is very 

pathetic We gel here the lamentation of a mother for 
her son w’ho is soon to be killed bv the eagle The grief 
IS a genuine one She is afraid of her son’s death and 
sees Garuda everywhere and in everyone. Jimutavahana 
is much moved by the pitious accents of the old woman 
and requests the boy to hand over to him the emblems of a 
•victim The scene is a master-piece as a scene of pathos. 
The poet has done well in creating a strong dramatic 
irony of situation in presenting the red robes of a marriage 
ceremony and turning them to quite a different account 
as the funeral suit. 

The w'hole scene of Shankhachuda appears to be a 
parody deliberately planned to illustrate the horrors of a 
ruling incident of the time. In the fir&t place it cannot 
be justified by the theory of causation Dramatically it 
does not rise out of any incident. Historical and rational 
interpretation appears to be this. The Nagas, a race of 
people, very devout followers of the law of Lord Budha, 
must have been persecuted The Nagas w-ere the abori- 
gines in India and were the first to embrace the new faith 
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of Lord Budha They were called Naga's not because 
they were serpent-born but because they by means of some 
mechanism managed to have the hood of a cobra upon 
their heads as a protecting sign The scene by means of 
the pun upon the word Naga sarely hints at the persecu- 
tion of the followers of Budhism 

Vidusha'ca is a man of the world When the prince 
wants to retire to a forest he places before him the most 
practical view He shows much boldness w'hich borders 
upon officiQUsness The Vita is another character that 
creates humour in the play but his humour comes of a 
stronger vein and is, therefore, offensive He has in one 
hand a goblet and in the other flattery He is 
depicted as a perfect type of a confirmed sensualist ' Eat, 
drink and be merry’ seems to be the philosophy of his lite. 

The Shekharaka pursue, a certain young woman in 
a fit of drunkenness He belongs to the lew d circles in 
the society. What he calls love is nothing but bodily 
lust He uses wmman but does not love her His speeches 
are full of hateful phrases, images gross and abominable 
He IS a prototype of Shakara in M K 

Malayavati is the heroine of the play She comes 
from a Sidharaja family She is introduced like Maha- 
shweta singing the prayers of Gaun Tne marriage is pro- 
posed and the selection of the bridegroom made by her father 
But the proposal is rejected by the bride-groom She feels 
offended w nen she listens to the unpleasent answer from 
him She is determined to put an end to her life like all 
other heroines ot Harsha Both she and her husband are 
good natured but just after the w ediock both are placed 
in the teeth of some dangerously momentous issues. 
The bride-groom does not recoErnise the solemnity of 
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marriage contracts and offers his life for whosoever is m 
trouble 

With regard to characterization, Harsha has got no 
retributive justice The catastrophe is not the outcome of 
any defect in any character. In both the hero and the 
heroine, “ Harsha depicts emotions of self-sacrifice, 
chanty, magnanimity and resolution in the teeth of 
death ” 

In all the characters of Shn Harsha, his heroines 
leave a greater impression on the minds than what his 
heroes do The heroines are loving maids They prefer 
to die for the love which they cherish They are not 
jealous of the first queen They do not like to divulge the 
secret even to their bosom friends They are all princesses 
who pass off to the harem of the king on account of some 
mishap to the father’s family The heroes are a bit over- 
drawn They are not steady in their emotions. Both 
Vatsas are ( acting like moths ) 

The style is simple and expressive though less 
imaginative and graceful 


13 



CHAPTER VII 

Bhatta Narayan 

Venisamha? — T/ie Eomance of War 

Bhatta Harayana, the author of the play Verusamhara, 
is a Brahmin having the surname expressed in the title 
IS a surname of a high family in Bengal 
where it migrated from Eanau] for enjoying the patronage 
of the dynasty of Kanvas ruling over both Eanau] and 
Bengal prior to the Pal dynasty of the eighth century 
(730 AD) The tradition contained in the Vangaraja 
Ghataka ascribes this patronage to one Adisur who per- 
haps must be one of the rulers in that dynasty. The 
Tagore tradition says that this Adisur summoned him 
from Kanau] Konow suggests that the dynasty to which 
Adisur belonged was identical with the Guptas of 
Magadha since Adityasena made himself independent of 
Kanyakub]a Adisur is thus made the same as Adityasena 
who w as alive in 671 A D 

The philosophic doctrines contained in the verses^ 
make him a follower of Bhagavata or the Vaishnavait sect 
particularly of the Pancharatra cult The influence of 
sacerdotalism is clear from the comparison of the fight 
with sacrifice and such other utterances as 

2 sTHJiKTTn i 
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The strong revulsion of feeling against the Charvakas, 
the materialists of India, is expressed in the denunciation 
-of the wickedness of a character purely of the poet’s 
invention 

A number of rhetoricians have drawn upon the Vem- 
samhara for illustrating canons in poetics the chief 
amongst whom are Mammatei, Kshiraswami, Dhanam]aya, 
Anandvardhana, Vamana, ranging approximately fiom 
1100 A D. upwards to 700 AD. Mammata belonged to 
1100 A.D ^ Dhananjaya, the celebrated author of Dasha- 
lupaka was a protege of king Mun]a® (972-995 A D ) and 
Anandavardhana was that of king Avantivarman of 
Kashmire^ (855-883 A D.). HSjashekhara who has laid 
himself under the influence of all poets that lived before 
him, in ideas, words and scenes owes much to Bhatta Nara- 
yana and Rajashekhara lived contemporaneously with 
his admirer Shankarvarman of Kashmire (883*902 A D ) 
and his disciple MahendrapSla of Eanauj (890) The 
chronology about Vamana is divided on account of the 
plurality of one being the author of 

the other being the minister of Jayapida (779*813) and 
the third one being the grammarian, the author of Kashika 
Vamana quoting from a drama must be a rhetorician and 
not a grammarian and can be identified with the second 
whose date is fixed in the first half of the eighth century. 
Sifting all the evidence, we can fix the date of Bhatta 
Narayana in either the first part of the eighth century or 
the end of the seventh century 

Bhatta Narayana was a firm divotee of Krishna and 

Bad a strong leaning towards the Sankyan philosophy, 

_ _ — 

2 and^ Y ^ Smith 
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a fact which is borne out by the internal evidence He was 
also a student of Karma-mimamsa 

The drama diflEers a little from others in the presen- 
tation of the introduction The principal character 
Bhima appears on the stage cursing the retched actcr for 
having uttere 1 a blessing to the Kurus The is 

of the type similar to one in M R In the short 

space of one act he has not only prepared one side for 
fight but he has also offered an analysis in psychology in 
show log the different stages in the anger of Bhima The 
utterance of Sutradhara who as usual unwittingly wishes 
good to tne Kurus, the weakness ofYudhisthira, his readi- 
ness for an alliance on the condition of five villages, the 
entrance of Draupadi, and the recounting of insult offered 
by Bhanumati and the attempt at Krishna’s imprison- 
ment are all the different items that ruffle the anger of 
Bhima 

The second act evinces greater skill on the part of 
the poet in the presentation of the various incidents in a 
dramatic way, the dream-scene of Bhanumati, the obser- 
vance of a vo%\ to assuage the inauspiciousness of it, the 
confusion of Duryodhana, the entrance of Dusshala and 
the mother and the exit ot Duryodhana-these incidents 
follow one after another The action advances considera- 
bly looking to the span of the second act The dream 
scene is a creation of the poet’s fancy 

The third act introduces ugly characters The 
VP-THs, though historically aborigines of India, were 
mythologically quaint characters, speaking quaint 
phrases, and presenting ghastly and ghostly appearances 
Here they are appropriately; named as gH(J|'gT and 
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They dTscuss^the philosophy of blood and flesh. The scene 
gives a full description of the havoc caused on the battle- 
field by the fighting of the two forces is a good 

house-wife storing one hundred pitchers of blood of all the 
prominent fighters A drink of the Brahmin blood is 
humorously said to corrode the throat The tragic cata- 
strophe which IS to follow IS gradually though grimly 
introduced by this scene 

A man is but a means and never an agent of a thing. 
Bhima drinks off the blood of his enemy. The unhuman 
and inhuman aspect of this is removed when ssys 

that he will enter the body of Bhima and do the ghastly 
work 

The body of the act contains three incidents drama* 
tically set forth ‘ the grief of Ashwatthaman for his 
father’s death, the altercation between him and Kama and 
the sudden news that Bhima drinks off the blood of 
Dusshasana The method adopted to do away with Drona 
IS condemnable and rightly rouses the ire of his son 
Kama pours on his aud his father’s devout head the vilest 
possible calumny and charges him with treacherous 
motive The altercation scene unfolds a psychological 
point-— how an irritable nature easily picks up quarrels 

Each one of the three acts is quite sensational. The 
insult of one’s own wife, the supposed faithlessness of 
one’s wife, the unfortunate altercation, the ghastly scene of 
drinking blood, the murder of one’s own father, the im- 
peachment of the conduct of loyal servants are all very 
sensational events 

In the fourth act comgs upon the stage and 

gives the description of the ba^tla^^The character seems 
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to be copied from of silRT -was endowed with 

super-sensuous power and, therefore, could vividly and 
faithfully describe the fight to the blind king The vivid- 
ness IS found here also but it is monotonous 

In the fifth act the parents make a pathetic appeal to 
their son Duryodhana and pursuade him to stop the 
horrors of war Kama is dead. Bhima and Arjuna 
appear suddenly on the stage ^Lshwathaman makes his 
dramatic appearance and disappears again when insulted 

The sixth ac. gives us the vow of Bhima The 
act opens with the description of the disappearance of 
Duryodhana, his chase, and subsequent fight between him 
and Bhima. Duryodhana is killed and Yudhisthira is 
ciov ned 

In strict conformity to the rules of dramatics 
IS the hero of the dama because it is to him that the fruit 
of the action go^s in spite of the fact that he is introduced 
t jwards the end of the play. There is no special delinea- 
tion with regard to this character He is shown as he is 
in the M Bharata The action does not depend upon him 
He is not responsible for closing or disclosing the events 
in the play There are two other characters who divide 
V ith him the honour of being the hero of the play, one be- 
ing Bhima and the other Ashwatthaman Bhima is in- 
volved in all the incidents of the action He it is who is 
responsible for the final catastrophe. The character and 
the action are more inter-related in his case than in that 
of Yudhishthira It is Bhima who gives the final stroke 
and secures the crown for his brother It is Bhima who 
consoles and ties up Draupadl’s dishevelled hair with gory 
hands and thus lulfils his vow Sentiment reaches its 
climav in his case 
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Venisailihara is a drama of sentiment and viewed as 
sucli the sentiment rises most also in the case of Asiiwat- 
thanian. He, like Sbylock, leaves the stage bereft of his 
father, of his friend, of heroism and above all of his self- 
respect The Vemsamhara is a comedy like tiie Merchant 
of Venice but is the greatest tragedy of chance in the case 
of Ashv attharaan 

Bhima is extremely fiery and in a fit of wrath 
wants to separate himself from his brother whose immu- 
nity from hatred he utterly dislikes. He disrespects and 
defies the elder brother and proceeds to the arsenal in 
anger which is further fanned by the arrival of his wife. 

Sahadeo is calm and considerate and forms a good 
foil to the excitable character of Bhima 

Duryodhaua is the counter hero in the drama and is 
as wicked as he is brave He is undaunted by defeat 
and exults over his success. Even in the grim dm of 
the battle he is reluctant to leave the pleasures of his 
vrife’s company He has a strong mind and is free from 
superstition. His lealousy is roused by the narration of 
the incident V hich Btenumati sees in her dream An 
inward scrutiny of his heart might betray a susceptibility 
to superstition but he wants to brush It aside He is an 
uncompromising adversary, a jealous friend, an affec- 
tionate son and brother and a warrior counting upon the 
succour of others. 

Ashwatthaman appears in the third act with sword 
drawn out, movingin the arena amidst the dm of fighting. 
Though Brahmin by caste he shows great valour saying 
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He curses all Pandavas including the truthful Yudlu- 
shthira and the divine Krishna and swears to offer to the 
quarters the oblations of their flesh and blood His 
ardour and vigour are misinterpretated by the wily Kama. 
A fight of words both harsh and high instead of weapons 
takes place. When he finds his caste shields him from the 
valour of his opponents and gives him immunity from 
death, he revokes and disowms it His extremely emo- 
tional and impulsive nature lands him in rashness and 
inconsiderateness He suffers for no fault of his. He 
loses Ins father He is disrespected, is dishonoured and 
all possible insults are poured on his self-respecting t>oul 
and all this happens by chance In human life there 
are many incidents the occurrence of which baffles any 
genius but which is explained as the result of chance 
The potency of chance is well brought out in the character 
of Ashwatthaman Durjodhana and Dusshasana have deser- 
vedlv tragic ends but they themselves are responsible for 
them Duryodhana’s feelings are deadened He has no 
sense of justice Quite in a hilarious mood he pours down 
all curses and sins on the pious head of the Pandavas for 
which Nemesis comes dow'n upon him with just and equal 
retribution Tragedy is there but he himself and his 
vicious circle are responsible fur it Venisamhara is, 
therefore, not a tragedy of vices, nor of errors but a tragedy 
of chance as far as the charactei of Ashwatthaman is 
concerned 

Bhanumati is a dutiful and faithful wife She has 
a high regard for toe elders Even though she does not 
sympathise ■with the malicious monstrocities of her 
husband, she observes a vow for his success She is 
superstitious * 
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There is^egard for brothers in Duryodhana, regard for 
aons in Dhritarashtra and Gandhari, regard h r friends in 
Kama, regard for self in Duryodhana and regard for self- 
respect in A.shwatfehaman The chief merit of the drama 
is individuality of character, the ferocity of Bhima, the 
pride of Kama, the fiery but kindly temperament of 
Ashwatthaman and the selfish arrogance of Duryodhana 
are well delineated ” 

There is no V idushaka. The writer possesses the charac- 
teristic of knitting humour with the horror of death in 
order to preserve the continuance of thought and unity of 
action As a relief from the seriousness and grimness of 
the whole situation some light mimicry of high treatment 
of the horror of death and the terrific scene of a battle-field 
is necessary and that is done in the scene of Rakshasa and 
Rakshasi. The death of so many invincible stalwart 
knights is nothing to these beings but a matter of rough 
humour They pke and sing as they dissect and chew 
the bones of dead warriors They have a pride in their 
business 

The heroic is the mam sentiment that is expressed 
through forceful language and through the virile characters 

and these are its 

The 5^'PTf^Rs are given by the forcible utterances of 
Bhanumati, Bhima, Kama etc The defeat of Duryo- 
dhana and the success of Dharma are the and the 

courage, self-respect, and the vigour of the characters 
are the 

The one outstanding feature of the style is force 
due to the boldness aud bluntness of the characters The 
altercation scene in fhn9.r.v.iTQTca|;]on m V present 



the impressiveness of style which is efifectef by employ- 
ing the contrast of words and ideas The force is out of 
place sometimes and, therefore, betrays want of simpli- 
city and natural picturesaueness It makes the language 
laboured and the imagery artificial. The ohsolute words,, 
the long compounds, the tedious descriptions of Sundaraka 
make the stvle cumbrous Howsoever pathetically remind- 
ing the vocatives are, they obstruct the simple and the- 
natural flow of the language The defect on the side of 
the intellecrual qualities is made good by the merit on 
the side of the emotional qualities The ideality ex- 
pressed in the violation of self-respect and the honour 
of one’s own wife the insult and the slaughter of one’s 
own father is a prominent emotional quality and it gives 
rise to strengtn 



CHAPTER VIII 

Vishlkhaiiatta 

Mudrai aksha^a ( The poliftcal drama ) 

The Sanskrit drama has always been charged with 
showing difficienoy in variety both as regards plot-con- 
struction and characterization. There is always a stereo- 
typed form laid down by old writers on dramaturgy and 
there is very little departure from it This tendency to 
confine very rigidly and scrupulously to the form already 
established produces its natural effect in crippling the 
high soaring imagination of the Sanskrit poets The 
usual form, scientific though it is, had a set plot, style 
and character and had a sat purpose to achieve Depar- 
ture or deviation from it requires a boldness from the 
author. Rare as such deviation is, we find some 
instances. Shudraka and Vishakhadatta belong to the 
group of poets who have chalked out quite an independent 
path in the dramatics of India, not of course m form 
but in spirit Drama by convention and tradition is a 
commentary on the erotic sentiment which, in its mani- 
fold aspects, is evolved by the help of the hero and the 
heroine who meet, separate and again unite The intri- 
cate love-affair is the soul of the drama. This is set 
aside completely by Vishakhadatta and to some extent by 
Shudraka. The variety in the characters» the various 
ups and 'downs that are commonly met with in the daily 
routine of life are the favourite topics with Shdraka. 
Mudrarakshasa stands equally apart from the general 
trend of the Sanskrit drama 
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It IS in the first place an historical drani^a in as much 
as the structure IS built upon the real foundation of the 
life of a famous king, or Sandracotus of Megasthenes 
Besides this historical thread which is not mean and 
flimsy, the whole central theme is politics w'hich hinges 
round about the relation of the king and his more famous 
minister Cbanakya and the surrounding times. Strict 
veracity of history cannot and should not remain the same 
with a poetic pen and if it remains so, it w ill prove dry and 
tiresome The realism of history is spiced with the ideal- 
ism which works an illusion on the minds of readers. In 
the political aspect, no othor Sanskrit drama can be compar- 
ed with Mudrarakshasa The Malvikagnimitra does show 
some signs of politics but they fade before the strong 
ly coloured love-affair between Agnimitra and Malavika 
There is in this the total absence of marital orcon]ugai love 
which IS the mainstay of the literature of imagination 
From first to last the feats of policy of Chanakya and 
Rakshasa, both veterin politicians, are exhibited The 
relieving feature cimes in the sixth act which is the 
only green and livelv spot in the and area of the 
whole drama There is only one female — the wife of Chan" 
danadasa and her introduction is extremely pathetic as 
it forms the back-ground to the sternness of both duty and 
conscience. 

The author of the drama, Vishakhadatta wms the son 
of Bhaskaradatta and the grandson of Vateshw'aradatta, 
both of whom were the administrative heads of principa- 
lities situated probably in the Himalayan districts as is 
clear from the geographical acquaintance w'hioh the 
poet shows with The father of the poet styled 

himtelf as JTfRTfr The Da^ta, a ruling family itself, w'as 
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subordinate tbe suzaram king who is eulogised as 
or in the last verse ofthe Bharatavakya This 

or according to some scholars^ seems to be 

identical with tbe Pallava sovereign who ruled about 
720 A D , while according to others^ ( who read =gF3^fr ) 
seems to be identical withChandraguptaII(3.5-413 A.D ) 
of the Gupta dynasty, who overthrew the Mlechhas and 
wrested from them the territories they had seized in the 
Punjab ” There are again other scholars^ who read it 
as who hold him identical with of 

Kanau] " Avantivarman might be the Maukhan king 
whose son married Harsha’s daughter This Avanti- 
varman vas the patron of the poet who must have 
praised him in the epilogue The last identification of 
Avantivarman along with the reference to the rout of the 
Hunas which was complete in 582 A. D.'^ fixes the date of 
the author in the second half of the sixth century There 
IS a parallelism between the tenth stanza of the 4th act 
of the play and 47th stanza of the 2nd canto of the Kiratar- 
juniya, the author of which lived in the fifth century. 

Avantivarman is also identified with a king of that 
name who ruled in Kashmire in 855 - 883 A. D. This is 
corroborated by the internal evidence as regards the eclipse 
which is identified by Jacobi with the one that took place 
on the 2 nd of December 860 A. D. Jacobi further bolds 
that 5K, the king’s minister, had the play performed 

There are thus two dates, viz 600 A. D. and 900 A. D, 
Chandragupta in the play cannot be that Chandragupta of 
the Gupta dynasty. The poet also cannot be set dovn as a 

1 Commentator Dhumhrai, and Ea]asw«mi Saraswati 

2 Prof B Ray R 

3 ]Mr Telang and 4 Prc?t K H Dhruva R 
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younger contemporary of Kalidasa as is done ®y Konow as 
ihe evidence of style, the language and the characteristics 
of the medieval drama militates against such an assump- 
tion Of all the evidences, the astronomical evidence 
brought forward by Jacobi, is tho most reliable 

The variant occuring in the prologue in some 

mss for makes him the author of some two verses 

given in Subhashitavali and ascribed to Vishakhadeo 
Dr Peterson sees an identity between the two Prof. 
Uhruva on the strength of one stanza given in 
has raised an issue regarding Vishakhadatta’s authorship 
of another play dramatizing the story of Rama 

The plot of the present play might have been suggest- 
ed from old historical documents ‘‘ The murder of the 
emperor Nanda by an agent of Chanakya, the installation 
of »=Rfhfr%l% on the vacant throne by TfsiW. the murder of 
and the reconciliation ofTT^iWare all historical facts 
The secret spy-system on both the sides, the rescue of 
the bestowal of ornaments, the acquisition and 
restoration of the signet ring, the sham quarrel between 

JT ^^|(d I 

^pirfq ?iRTo i 
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‘Chanakya anS Chandragupta, the dismissal of Raishasa, 
the trust of his family with Ghandanadas aud his subse- 
quent execution are events for which the creative ima- 
gination of the poets is responsible. They are all required 
by the exigemces of the plot 

The IB of the type in which the actor 

enters catching up the word {eg, ) of the Sutra- 

dhara In the first act the mam item round which the 
action moves is the securing of the ringofTPiW Nipunaka 
wanders in the guise of comes by the ring while 

he IS displaying the scroll before the ladies in the house of 
■Chandanadasa with whom Rakshasa has entrusted his 
family. Though the act opens with funny conversation 
between the spy and the disciple of Chanakya still it 
proceeds lu all the gnmness of command for dreads, 
threats, executions, flights and pursuits A.nther'plot for 
entrapping Rakshasa is laid — the desire for bestowing the 
ornaments and performing the obsequies of Parvateshwar. 
The whole first act is full of dramatic ironies 

pertaining to words and situations The episode of flight 
of the several spies at the end of the act shows that the 
scheme has taken deep root 

The second act introduces the who des- 

cribes the superior genius of Chanakya by whom all the 
attempts of Rakshasa’s spies are foiled is allowed 

to run away from the place of execution therefore, 

secures a warm corner m the heart of who presents 
him with ornaments that are again deposited with him 
with the seal on 

The third act describes the sham, affected quarrel 
between Chandragupta, and Chanakya, given rise tiby the 
prohibition of the moon-light festival. The quarrel is an 
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illustration, not only of a forceful dialogue but also of the 
insight of Chanakya with, ^ hich be was managing the 
details of the administration He never takes any step 
unless there is a satisfactory and cogent reason for that 
The quarrel-scene is so successful that even Chandragupta 
fora time thinks that Chanakya is really ercited v hen 
he savs “ TW. ifN: I 

* >3 

In the fourth act a breach is made in the camp of the 
enemy by poisoning the ears of Malayaketu against 
Eakshasa All schemes turn against him and ruin his 
cause The action rises gradually up to the end of this 
act after uhich it begins to resolve Every act is an 
independent ^^hole given either to the description of 
Rakshasa or Chanakya The action goes by alternate 
turns and the onward march of the strategy of the two 
diplomats can be seen in its parallel course Bhagurayana, 
thougn not of cruel intentions, turns to account the duty 
of passing the passports discloses the episode of 

the poison-girl and makes the case of TBjRT worse 

Paru ateshwara is done to death exhibits 

the anonymous letter and the sealed box of the orna- 
ments Malayaketu, sucercilious as he is, yields before 
the cogent arguments The writing belongs to Rakshasar 
the seal unraistnkeabiy belongs to him. The ornaments 
can never be mistaken by the wearer They are recognis- 
ed by w ho identifies them with those of 

is tnus caught red-handed and non-plussed when challeng- 
ed as to the veracity He submits to the charge and is 
hemmed in by the circumstances to admit that he is not 
an Ajya 

Rakshasa travels incognito in a forest in utter disap- 
pointment with the desine of putting an end to his life. 
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Ch 5 :.nVy \ n ninu vho is bonl upon puthn/j nn 

end to 111*; iif** for (ho Pnko of hi*; friend fjT’Wl? wlio 
thrown hinicolf m fuo for the *-nko of his fnond 
is (ikon to (’10 scnfT.dd for piviiic sholtor to tho family of 
Rtik^hnso. This inoidonl of iinitinfj MifTcrnnco for ft 
friend. t:iouf:h n hi; oxo^corntod, worksontho Rontimental 
mind o'" V. ho hr n'khiro nnd hnhil n. \ftlinnt man 
^^nn4s to put his sword in notion nnd to spt frro Chnndnn- 
d'lsn T int is nKo vorr clovcrlv a\ cried. 

Chnndnndlsn is nctvmlly taken to tho rcafTold in 
(lie n'’rr no' A delKoto touch is ;riven hr introducing 
tho ii'iior'cnce of n imy nnd the devotednohs of n \\ifo. 
Tho nctmii this net mo\c•^ \(uy slowly nnd cnlmly nnd 
the p-^/ct j.nds time “to trcni his readorp witli Ivrical 
sjnto'ifs *' js 1 oininrcd with tho proMoiiH netp whoro 
the ftstiAn nuis nioro brrklv nnd rnpidlj m tho orontp of 
tho oiocutnuj of tho five niiochhn kuiRs, the dismissal of 
rr.m. t ic attack of on 'tprifi'i'x Tho final intcrviow 

of ^^rrT .and S 7 pTT '7 rcsnlscs tho wliolo net-work of plot 
and counto's-plo’s rrirri is won over, is firmly 

planted on the tiirono nnd 'orRORt ties up the top-knot on 
his bend. 

Chfinakya is tho pnncipnl fiRuro in tho play. Histori- 
cally speaking Chfinakrn m tho son of si’ii'n and is a des- 
cendant of Kuhla belonging to a branch of ^ according 
toPRn Htc; name is fr^R. Ho is also tho reputed author 
of ft work on politics, supposed to havo boon written for 
im-tructing Clmndraguptn. Ho has got an enormous con- 
fidence in his powers Hia dibintorosted sorvico and 
attachment to tlio cause undertaken aro marvollous. He 
always puts up ahold front and gives answors in an un- 
daunted way. Ho is watchful pyp^his men, sotting spies 

14 
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over spies * Everything is fair in war ' is the main dic- 
tum of his political theory His crookedness and meroi- 
lessnesB are apparent from the beginning His intellect 
has nothing impregnable or impenetrable He at once 
makes clear the object to be achieved and does not mind 
any hindrance Ho modesty he knows Gentility, deli- 
cacy, kindness are unknown to him The machinery 
which he sets to work, works quite automatically not so 
much out of respect for him as out of dread He is 
always alive to the merits of his enemies He openly 
calls Rakshasa as and Cbadandasa as On 

all occasions and at all times he is seen engrossed with 
one thought — the accomplishment of his goal He is an 
expert in assuming airs, changing colours according 
to circumstances. Even the sudden news of flight of 
secret spies is received by him with the least consterna- 
tion And though inv ardly jubilant over the triumph of 
his craft, he presents an angry and excited appearance and 
curses them In inventing schemes Kamandaki does ap- 
proaeb Chanakya But Kamandaki is not so bold and in- 
genious, nor BO cruel and commanding both in invention 
and execution She though in yellow apron, is as dainty 
and lovely in action as Maiati is in her looks Chanakya is 
superior to Prospero who relies more upon hidden powers 
like magic and ghosts while Chanakya has his strength 
in hiB own po\\erful intellect Chanakya is one of those 
rare men of power and respect who will give their king- 
dom for their self-respect, w ho think their will to be divine, 
who take them to be the masters of fate and w'ho fall in 
the temper of insolence He 'becomes a fool and tool of 
vanity and vengeance, the waking sign of vhich is always 
kept by him on his back — in the form of rolling and 
waiving hair The indignation issues from a right cause 
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— ■ injury to self-respect, effects a terrible catastrophe, 
marks out a path of havoc and ravage and achieves the 
goal. There is very little scope for depicting the usual 
human passions. There is the high passion of revenge 
of the man of action. In the other characters there is the 
low passion of envy for this powerful man 

The COUITTER CHARACTER IN THE DRAMA — Rakshasa 
is the only one who does make a bold and in some sense a 
satisfactory approach to Chanakya But for his kind 
heart and loyaltyito his master which two merits always 
bring him into trouble, he is in no way inferior to his 
rival. He is loving and loyal to a fault He is very 
appropriately described by Shakatadasa in 

Tw %rcr ii 

Laying deep schemes is not a favourite topic with him. 
He forgets his own spies and 'the missions assigned to 
them It IS true that he cannot be a compeer with 
Chanakya in diplomacy but whatever genius he possesses 
is foiled by the foolishness, childishness, easy dupability 
and above all the want of confidence of Malayaketu He is 
more superstitious and emotional, more poetic, and imagi- 
native, more heroic than his adversary He is conversant 
with politics and lays as many as six different schemes for 
destroying the attempts of Chanakya, but they are cruelly 
turned against him His character is real and historical. 
It cannot be the creation of the poet’s fancy. Had it been so, 
the inauspicious name could not have been given to him 

Both Chanakya and Rakshasa are astute politicians. 
Chanakya is cool and circumspect whereas Rakshasa is 
forgetful and blundering. ‘'CMnakya is violent and in- 
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erorable, geutle and relenting ^[uT^q’s ruling prin" 
ciple IS pride of caste, ’CRTH’s, attachment to his friends 
and sovereign =qFi^q revenges wrongs done to himself, 
TIW, those offered to them whom he loves com- 

bines deep design, \Mth impetuous passion , TRRT notwith- 
standing his greater temperance is a bungler in contri- 
vance and better as a soldier than a plotter 

There is another pair of characters — Chandragupta 
and Malayaketu The former has a thorough reliance in 
the man whom he chooses as minister and is calm, sobre 
and obedient though he is inactive The hero of Jhe drama 
may be in strict accordance witn the canons of drama- 
turgy, Chandragupta because the fruit of the action goes 
to him But great as Chandragupta is in the drama, the 
apparent master of its actions Chanakya is in reality the 
cause of all action and its centre His spirit dominates 
the whole “ Chandragupta and Malayaketu ” represent 
the contrast of ripe intelligence with youthful ardour and 
the veak petulence of one who does not know men’s vkorth 
and who rashly and cruelly slays his allies on the path 
of treachery There are other minor characters, Bhagu- 
riiyana, Chandandasa etc that are very carefully drawn. 

The style of the poet is forcible and direct though it 
IS made dull by the dry subject of politics There is no 
pathos of Bhavabhuti, no poetry of Kalidasa, no realism of 
Shudraka, no fairy-world of Shri Harsha The poet is 
expert in description, in moulding the language and in 
the use of figures of speech ^ is an important feature 
which gives rise to a good many surprise-situations The 
style suffers from tautology and ambiguity The con- 
s'ructions arc loose and enigmatic and are full of siSRiPWs. 



^ Appendix 

i 

w>w^fT^Rt ^^ 05 -w ^ 0 ^ u \ w 
TO ^n?Ti% m^v. » 
fq^% TOi^ ^ 11 R 11 

^Iq cTfP^ fRfn ^T ^ I5[T'4 t5I^ II ^ (1 
m qqfefTOTi^Tis^ T^]%- 
TO ?frs^»os. 1 

5rf^q5:qqt q;*- 2Rg»?i'fe 

^TTSq?li f^ f%.f^f3T2til^?[qT ^saoT ^f^qif^ li « U 
sqr^ TO% I 

f^qns^r u m, u 
^^5 s^cqitqi^ qic5q?q51% 1 
^scfir^cign^qsji; ^ir^cT^ ^^: IK 1 1 

^q^ ^c^^iqi^^q m\w ^ « ^3 » 

flir. i 

s^T^FT^TT^qn^a qt«q^ ^’n ^ IK n 
TO:g[q(5rq ^ cq^^qi^qL ' 

3q^ qsaqimqqr qiqi ^^qT q^q; li ^ li 
q^^TTOft^ i^%q ^ 1 
^FicTTo^qwT qjsq^iiqqiRqr.q: IK « n 

=q if qi i 

cFTif^i^ ” n II 



3t(^. ^ cT5I^: I 

^ II li 

JTT^i%^T ^ mm I 

mr^w^ si^'i ^ w K\ ^ 

5J^5^TFF5Hr=R^ =1 ^H'I'S^^ItH^Jxi I 

3^el%m^n^trTOL >i ? ^ II 

sT<?TTcrfq^uer^^nT (i ? ^ ii 

m?i ^ ?i'7^UTTr«TT RsqqrM'lK^r^: i 

=^ 11 ^ ^ II 

ct%3^3t i%Tp?^tn I 
3T^FrTO^^M=s^2- H ^VS 11 

€r^%^THnfJT^^5f^l^^8ciOTT» I 
3r4jTff^^ m m ^m: ii ? ii 

3TT5?^q^-?T!TP^F5TrR^mil^^fir> II II 

^lai s^TFTRtsf^^^ [\ \o 11 
'dMl'MC^'-F^l^r^TT JTT'^f^raT 1 

aTTT^Tprm 5nfH^cm% ii R ? ii 

MS55^^W qqlf^cT I 

apfecTq "W q^R?WFT%rir: II H 
57'<ngi^ qw i 

sFc^qgq^^: II II 



§4 » II 

3T^lf^ 5 KfrrR?T I 

r^^i. qf^T# II ^*A^ll 

5 ^%; Rif^*. f^^?r qRvn^ i 

^5T?qTH ^KT^r I 

cTl%tqf%. qt^?^^!, OUTlTFIpt U 

srrf^: i 

^STPiq* ^Tn-qm, fq^:iTq U ^<: 11 

^fTF^SqgcTI^, *15^15^ 1 

qj^oT q^[^, ^Tfc^iiTTr Hell ii 11 

f^5^5PTc?TijiqHi^^|:=q^ qqt?;^ ii ^ o ii 

^FT?T^q'l I 

?r%i%' 5Fm fqdq’- qtqra^rq: ii ^ ^ n 

S’^qgqyiq^ I^fq I 

h^SVB' ^\%, 11 ^ ^ II 

qi^?^ , qiq: I 

qR?raq=^ #^ci^ ii ^ ^ ii 
^I qiqqqqq, i 

q^qrf^T^qq:, ^ qt^pq fqftqq^ ii n 
qq^m^^g #qTq, q^ qcq^f^^q i 

=qT3^oqtqqqq ^qq II u 

^isqs^eq ^q^q^qqi^T 51 : 1 
gKW wfii ql II n 



a 


^Kii:<ur 5CT I 
^ cHT II II 

3T^?cnH:^:'3t ?7i'‘r^^-c^i>5=h1^^< n ^ <i n 

^ RcT^^gl^^T, #c^ I 

^ ^ ^ 1/ 

yRdl4Tl%^, 3F^ fs^rS^^TT 1 

3n%rc??HM'^ , ^ 11 » o II 

^q^s/w^ 5’4T* I 

g^=q?r^ II y ? II 

^t^TS%m ^ ^ I 

II «=l 11 

5R^RT^^ s^m^nsT f^vfTira; 1 

W < e \ 11 

dqiqqi^^^dl f^qjiq^ixnqr 1 
^ 11 « « 11 

^qTPfqTq^ ^5, 1 

1*^^ qw-4ff^, ^i 3^%^: ? 11 y'^ 11 
R^q^lH^T 1 

ire^, =qmT^^ 11 y ^ 11 

cqqyR 

fg-SlI^qUHl ^7T?^2T?PPr II y V3 11 

T%qpHi ,o2TT^m 1 

3€i?iqi ^ ".^r iiqiqqq: n y^: || 





m forfeit ft cm 1 
51^ ^n^qcfi^i 11 11 

ii 'aq » 

ctTq%^r,S3'^(W g ft§i?T. ii ii 
^Rwtt ftft sRTT^- I 

3rR?=?( ^nf^cTmrll , n ii 

frRM{§25 ^rrorq^ \ 

^nfe^-^sntl n^¥5T^3I^ 11 'A^. 11 

jftRRK 11 11 

V^] niRgft: 5Riiwi. 1 

m’ RTlwn^ n n 

tm ftiRT 1 

u 'A^ 11 

?ft?BiS3f^cRm Rgftw. i 

n 'a^ h 

3{%Vrti: sftqi w, 1 

Tft^?PR^0qjitTeirfi^ciR5i%#;: 1] 'A<i )i 
Ixm^R^'WiTRT esqiqiRT fts^: I 

ii 'a^ h 

^%wt ^’., ^iHRR^: I 

11^° « 



qi^Sf;^[mm: 11 u 
11 11 

gw fWT^ ^TTWT^^TSJm^ ^ I 
gl?^T^ WRT WTcT ii ii 

fl?g^rS5rqg'b?l 5Rl?rTriWRcTgL ' 
f^wmgjnwJNwkg:r wr 11 n 
apwqpF^ ^TW5Hr% cT^bihiPcI^h, I 

qgfT^rmiftcrg^ ii ^ ^ n 
1^ f^Ri^ wB ^ra; I 

11 ^V9 II 

fcwtrrf^ ^{^^1:5^ 
gwJiii^ ^ f^gr^^r ^cwt ^ i 
aTRjprcr^ %^^grg3o?TT- 
T%^ WrgmW^ 5Tq# II 11 


^FTSI^sT^: 

g^^iiw^ ^ ?TTwg^^ 11 \ II 
<5^ f^f¥l^ 1 

5T^ g^w:* ^ '> 



' \S 


^ ^ 5^ u ^ \i 

^ ^T#: ^ cHioqi^^lfi: 1 

5gg ^^TqKr?T ^iRicfr ff^firer^ ii « n 
^Rcfl ^Fs^fTitr ^z\m i 

^i| 5RP^^TT3%5ff4i5ri:^{^TT2^: n ^ ii 
^ R^^cT. R^=RJTr I 
^ R?^. ^5ratS{^<^RR^ 11 ^ 11 

cTcgJT I 

gRRRC ?T2f ^ RTR Rl'-q U ^ « 

R^iTf^^'R f%^^'Rr 1 

R^Rmr Rr RR Ri^l?[TR RfRRiR. » » 

R#TT%5Tq^(R RRIS^ I 

RfRRRR RT RR II » 
31^1 RfR^cRlR Riqi^r ^ I 
RKSHnWRl^HR^RT ^RRf^RTR; U \o U 
tr^SqfqcRR^qFH^RRR^lR I 
RTRR^ RRR RRlFTH^RT^ RR: »1 W H 
y^lRTRilR55fn>f Rq^(%Rcr ^^2?^ I 

ri^rRr% roshr^rI^rt#^ W W 

JJ^^RRRR'tRRT^r RWR?!^ RT H ? ^ U 
RRF^l^ ^[RIR! l:'Rf^f2R cT^RR > 

TOiR ^RRITcRIfWRcRgreRR 11 ^ ^ 11 



II II 

JliilRf^cT^n^q: 11 ? ^ II 

§■!% qc3i%i^sfq II {\s li 
epTj^q^^'ti% I 

TTi^ 5Rg?f^^W^^ 11 ^ 11 

3^[trftfw 5wn q5im^?Tf?:(cf fl ct^ I 
#7frm ?rn%%^ irlf^ i| 11 

3THq^5^5nqis^cSTQiT^ qqra?;. 1 

a^TTIRT q=q: II II 

^ 2^ 5^ ^ fl ^ 1 

'5[qrfI^^?TPq Tl^T \\\ \ H 

53W^^TP% ^ srq^i^ 1 

9Tftq^2^§^r 4 'rr:ftt: JTdrqqR; 11 R ^ n 
qSi^pr pf Feiw^^wTcTT ^ tiql^ I 
j?w^^ 373iRf^?Tr ^r n n 

cTcWTTcT /t^fcP^ fxTWtelRqPi; I 

3:e^ n ^ y n 

cpqR^I^qipqqi 5P?PT^ I 
STPRT'^pr 1%%-^ W<qT !q^vt;Hr ^ \\ ?^^ || 
mmlq pfus^ci^ 1 

=qg:qfe^ cTff^ dqr 11 ^ ^ 11 

qdRqiTm^qq^.itt?^q^ 1 

=qWPTqiP^’-.5TO IR^ II 



en^f i 

11 ^c 11 

^ ^ i) 11 

3lKl\5^ cROi;- I 

5r??8a%?r^R^r n ^ o ti 

3^5v^|^%^^qI II \ \ II 

ipTr^^- I 

^ ^ II \\ II 

IW ^T ^ 1 

«# 5fl^: i^sr cfT n n 

t 4- 5^ ^R2T^i^%5P3; lUtf II 
^(HT I^RFT I 

3{5wc^n% fr u ii 

5nf^'^jT%’4' ^rf^ q =q i 

t^^qRtqjT^iqfqqra^rqm^ II u 

qqiOTTTqqo^ =q li ^vs \\ 

TO#q?^ 5^^ qrsqj II ^ » 

3Tq fxTgcm #fie?siqq. i 

3TO^^qqm^5n^ 5iqt^ qisrqiq^u » 



II » O II 

3 f^ %3: liter cPir i 

^ ^ ^te '1 i? ^ II 

5:^^TP=iRRr w ter I 

3nf^ 51^ ^’^(0( II ^ ^ II 

JTTtelT^ y^HJiten^Tiil I 

^ 5IWn^TTOT5iT«T^ II y ^ n 

^yi'-i^ci<4,iKJi<=h II » « II 

'<^il5q|;qi5n'i^M'<i ^ w-d^qdi i 
^ cT^ ^teter ^FF^TT II V ^V II 

rrrter fF^^TrrSSTTteW I 
?nte;i cni^r gr-Ti f^qi =qif3q^rf^ n 5? ^ ii 
3T^’2^te^'^T^=jIT I 

3T3^ JT^q^r T4i=q^ n y vs ii 

^cTT qq qqdrl ^'-Odl^d ^T%q I 

^Ri+qJ'^te 3qii%f<q qiter n ^ <: n 
vrriT^g qi i 

qqtet^rqsq^ iteq. qtefr f^- ii » ^ ii 
^qqiitev^xhi giqtei^iT^: i 

sfr^i^TFqH^: n 'qo n 
’Ijwr q?3 qiiter^i 

^ ^^qT^^n ^teq =q 11 ii 
te q3- ter qisqin^q g^fter I 

=q (I’jpf;?; 11 11 


u 


^g^cMg : ^? T ^’-:fl 3#lJcT?}2^: 1 

II II 

Sfirg^liS'TtlV^: W^^'^TTiq'^: 11 II 

#Rlf 1’^'^ I 

g II II 

1^ ^ Rl%g- f^?II I 

'^FTT^ II II 

■■•^T^iq 511^1^1: Ti^rii?€FcTg^cTi: i 
?:li^^Rq^nRi 'Tif^^iH- II II 

JTR^f^‘5TTrT^>qiS7?I^Il^fe'^: I 

^’3%Tii'n^ ti5:?^^s(Xrn'X II II 

C\ 

^?n%l%^f 11 o 11 

Cw ^XqsTi^qi zlm- I 

sT^WTT^?Ttqf ^'^ (1 ^ ni 


^fiiq ^TTcpKKSfq sng^q J^rsq^-{c)r 11 11 

T^ ficTl^ ^qcTRqr: II II 


II II 




sn^=FiIlR’T 1 

II II 

JFRNTR^ ^FTRRir^if%^‘ I 

R^SR^T n « 
{^’■-q^ifR ^^TT^PT W I 

gr^Jr 3 %i%^ri^i II II 

TO ^gpdTO 1 

gqrr M in<^ t'-s^iRqirpi^ ii ii 

qq qi^f i%qid=qi ^JwnqqqfiqcTT i 
3^(^RT^ y<f'-Jid ^•s.^f M'-i^qci^ I! 's ® II 
rqpff qqR‘ m?Rf jr[t i 

II II 

qrqr ^ f^qicRq crqr qqqroqqf I 

fq^TCI^ T^ f%^f^ II v9^ II 

q<l^5-mdldddl'5ltq'=h5T{^'iiq=^ l 

^fqnt II VS^ l( 

fiqqf^rqRfq^cv-djdM^Kii^d-'cid i 
sT^rrorTTORTOT fqi[¥^^f^r5R#ra; i; ^’e \\ 
tRTO M<.-Hlnfq o'-Udll^^K^cl^ 
qqqiRrq gi^R %q rirr: ii ii 

RRfqq q?3 qiTOTOT qiiqqq^qR^ i 
qq=^q 

qr^R^TO# II v9^ 51 



INDEX 


The fiffxire denotes the page 


Akhyana Literature 4 

Amntamanthana 21 

Anka 30 

Aranynka 186 

Arthaprakritis S, 37 

Ashoka lO 

Atharvaveda 4 

Avadana Shataka 10 

Bahbandha 7 

Beeja, Bmdu Karya 38 

Belwalkar 13, ^6, 177 

Bimbisara lO 

Bhana 30 

Bharata 17 

— Date Tradition 20; 

Bhasa, His plays 75' 

— His authorship 76 

— and Artbashastra 80 

— Characteristics 95il 

— ^Dates refuted 82 

— GunSdhya 81 

— Influence on later 

writers 84 

— His influence 73 

— References to 78 

— Technique 75 

— Traditions explained 82 

— His three periods 83 

— Unpaninian forma 79 

Bhava-bhuti Date, 

Internal evidence IS' 


— Identity with Hnurefca 
and Mandana 153 

— His locality 154 

— References to 155 

— His patron 155 

— His plays 158 

— ^A poet of Sentiment 176 

—Style 177 

Brahman Aitareya 3, 10 
Brahmanas Contents 19 

Budha '9 

the death 100 

Brahman KaushilaJa 5 

— Shatapath 10 

Character, three forces 55 

Characterzation Impersona- 
lity , Brevity ^concentration, 
crosslighting, parallelism, 
contrast 55, 57 

Characters — their croies 72 

Colonization of Maha- 
rashtra 13 

Dance 1 

Damodara gnpta 179 

Deities Indra, Maruts ifc 
Aditi 2 

Dima 30, 81 

The Doofcis 52 

Drama-General principles 53 
•^Representation ^2 

sr-its types 42 



2 


e 


—secular aspect 9 

— Dramatist requirements 27 
— General principles 

conflict 55 

— The characteristics 43 

Drama-classification 30 

— Function 3 

— Divisions 1 

— its end 28 

— religious aspect 7 

— its function 29 

— its mould 27 

Dramatic person® 44 

Sanskrit dramatists’ 
tendency 34 

Dress 64 

Epic Heroes 11 

Ghosa Arbindo 
onKalidas 124 

Granthikas 3 4 

Greek origin 13 

Greet: invasion 14 

Greek plays 14 

Greek influence, 
instances 15 

Gondhal 13 

Harsha-influence on 179 

Harshas, Three 178 

Haraprasad Shastri 27 

Harsha, author of 178 

Naishadhiya 

Hellenic influence 15 

Hermann Reich 13 

Hero, 5 types 46, 47 

The heroine, 4 types 51 

Hertel 4 

Hillehrandt *12 

Thamriga . 


Indra & Aditi 3 

Inscription TJshavadat 17 

Infferences from tradition 23 
Itsing 179 

Jatakas 3 

Jarjara 2 

Jaya]ivi 6 

Jimutvahana 190 

Kalidasa three periods 123 

— Traditions 118 

— chronology, tradition, 
other theories 120 

Vaidya Pathaka Bhan- 
darkar Hoernle 122 

Karasavadha 7 

Keith Mah§vrata 8 

Kirtans, Puranas 13 

Krishashwa & Shilalin 6, 19 

Konow 17 

Kshatrapa rulers, Scythian 
influence 16 

Kamandaki 169 

Lalifca 13 

Lalita-Vistar 9 

Languages 65 

Levi— Date of Bharata 27 

Levi 6, 97 

Lilas 4 

Literature 10 

Gatha Saga 11 

Mahavamsa 9 

Mahavircharita 
plot-characters 159 

Malayavati 192 

Malati Madhac, plot 163 

Madhao 166 

164 


30,^l^Malati 



8 


Mahavrata Brahma- 
-chann 5, 48 

Metres & their propriety 68 
Malvikagnimitra plot 
and character 125, 130 
Mann 1 8 

Manaviyam Uharma — 
shastra 80 

Masmuller 3 

Mrichhakatika 1 3 

Mrichhakatikn, Date, 101 
plot character 109 

style 117 

Music 1 

Nachiketa 10 

Nagananda, plot 188 

l^andana 167 

Nataka 32 

Natika 31 

Natvashastra — Date 27 

Natyashastra, origin of 
Drama 20 

Natyaveda 22 

Oldenberg 3 

Panini 19 

Parashurama 16 1 

Pataniali 19 

Pataka & patakasthanaka 36 
Pischel 3 

Poetry 1 

Prahasana 32 

PrakaranikE 33 

Prakarana 32 

Prakari 36 

Pratima, plot and 
characters 93, 94 


Pratidnya, plot — characters 
85, 86, 87, 


Primitive A.ryans, Their 


pastimes 2 

Pnyadarshika plot 185 

Puppets in Bnhatkatha 
Bal Ramayana 12 

Puppet shows 11 

Pururavas and Urvashi 3 
Qualities — Intellectual 
Emotional 67 

Rajasimha 73 

Rajwade 18 

Rama in M V. 161 

RamainU. R 174 

in Pr. R 93 

Rasas 61 

Ratnavah plot 180 

Ratnavah performance 179 
Rigveda 11 

Rihs 5, 66 ^ 

Sailusha 4 

Sbakuntala, plot and 
characters 135, 152 

Samvada suktas 2 

Samaveda 4 

Samajas 10 

Sankrityayani 187 

Sarma and Panis 3 

Sentiment 58 

[shadow figures in XJ. R. 

1 V. U. 12 

Samavakar 33 

Samdhis, five 38, 40 

Stages, five 41 

I Shankhaohuda 191 

j Sharadatanaya NStaka 
Division 26, 33 

|5hakara 50,11,4 

1 Shilalin 9 


4 


Skramana 

162 

I Tragedy 

33 

Shringara 2 types 

60 

Traditional theory 

18 

Shroeder 

4 

Cttara-Ramcharita plot 

170 

Shunashepa 

3: 

! Vajasaneyi SamhitS 

4 

Shudraka 

95 

YasavadattainRatnavali 184 

Shudraka-chronology 


1 Vashi 

35 

Internal evidence 

99 i 

i Vastn-Divisions 

35 

Abal-fazal, Rajashekhar I 

i Vatsa-Priya D 

186 

Rshirswanjin Wilford, 

1 

' Vatsa in Eatnavaii 

182 

Bhandarkar, Mehendale ] 

Vibhavas, Anubhavas 


97 

, 98 

Abhinaras 

59 

Silpa 

5 j Viaushaka Vnshakapi 

11 

Sits Benga 

If 1 Vikramrovashiyam, plot, 


Sits in TJ R 

1751 

cbaracter Apabhramsa 

Sits in M V 

162 i 

verses 130, 

135 

Stnapaka 

43! 

Vithi 

30 

Subandhu 

1 Vvasa 

18 

SupSrnSdhyaya 

4:1 Vyayoza 

SO 

Sunga Inscriptions 

17. 

Vyamisraka 

9 

Swapna-Plot 

89; 

Windisch 

13 

Character 

91 1 

Wintarnitz 

4 

Sutradhara 

45 

Yajurveda, white 

4 

Swapna, Authorship 

J 

4bi 

Yama & Yami 

3 

Tiieatre 

69! 

Yatras or Lilas 

13 

Tneatre — Constru ction. 

1 

Yau ga ndharay ana in 


Types, Divisions 

70 1 

Batnavali 

583 


Tradition about fina arts, 23 ! 



